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ATTRIBUTED TO GIULIO PIPPI, IL ROMANO (ROME 1499-1546 
MANTUA) 

A military convoy with vexillarii (standard-bearers) dressed in scaled 
breastplates, some carrying war trophies 

with ink inscription ʻO. [for ‘original’] Jules Rom.’ (recto); ‘uno scudo de oro/ 
Julio Romano’ and an old inscription (verso) 


pen and brown ink, brown wash, brown ink framing lines 
25.6 x 40.6 x cm (10 x 16 in.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 
Pierre Crozat (1665-1740), Paris (L. 3612; his numbering ‘203’ lower right); 
Hotel Drouot, Paris, 10 April 1741, possibly part of 151, 152 or 153 (as Jules 
Romain). 

The drawing is connected to the upper frieze on the far right of the west wall 
of the Sala degli Stucchi executed to Giulio Romano's designs in the Palazzo 
Te in Mantua, circa 1530 (Fig.1; A. Belluzzi, ‘Camera degli Stucchi’, in Palazzo 
Te, Modena, 1998, no. 785, ill.). The decoration of this room is in stucco and 
the double frieze shows the Roman army marching out from the upper band 
of the north wall. Vasari attributed the friezes to Francesco Primaticcio and 
Giovanni Battista Scultori, but this is uncertain owing to a lack of evidence 
(for a discussion on the decoration see A. Belluzzi, op. cit., nos. 784-792). 


Another drawing of the same subject is in the Musée du Louvre, Paris (inv. 
3553; L. Angelucci, R. Serra, Giulio Romano, exhib. cat., Musée du Louvre, 
Paris, 2013, no. 23, ill.), one of a group of drawings relating to the stucco 
friezes. 
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Fig. 1. Giulio Romano, Sala degli Stucchi, West wall, Palazzo Te, Mantua. 


6 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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ITALIAN SCHOOL 16TH CENTURY, AFTER POLIDORO DA 
CARAVAGGIO (BERGAMO 1492-1543 MESSINA) 

An antique scene with figures and a child standing, and another 
standing figure holding a sword 


pen and brown ink, brown wash 

24 x 38.2 cm (9% x 15 in.) 

£2,000-3,000 US$2,500-3,600 
€2,400-3,500 


A copy after the last scene of the fresco located between the two windows, 
on the second floor, on the façade of Palazzo Milesi, Rome. 


PROPERTY FROM THE CORNELIA BESSIE ESTATE 


*3 
BACCIO BANDINELLI (FLORENCE 1488-1560) 
Two men sawing a plank 


with inscription ‘Ano’ (?) (lower right on the recto); ‘Ard. Sarti’ (on the reverse) 
black chalk 
24 x 38 cm (9% x15 in.) 


£1,500-2,500 US$1,900-3,100 
€1,800-2,900 


PROVENANCE: 
Anonymous sale; Sotheby's, New York, 14 January 1987, lot 25. 

Anonymous sale; Sotheby's, New York, 27 January 1999, lot 37. 

This large drawing is an early example of the Florentine sculptor's graphic 
production, likely made at the time when - as narrated by his biographer 
Giorgio Vasari - the young apprentice went to the countryside to draw 
animals and labourers in order to improve his drawing skills. A comparably 
early example, executed in the same technique, is the study of a male model 
at Windsor (inv. RCIN 990454; see A.E. Popham and J. Wilde, The Italian 
Drawings of the XV and XVI Centuries in the Collection of His Majesty the 
King at Windsor Castle, London, 1949, no. 72, fig. 23). 


We are grateful to Roger Ward for confirming the attribution on the basis of a 
photograph and for his assistance in cataloguing the drawing. 


8 In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


4 
CIRCLE OF PAOLO VERONESE (VERONA 1528-1588 VENICE) 
Two reclining figures on a pediment 


black chalk, brush and blue ink, heightened with white on blue paper 
17.8 x 25.6 cm (7 x10 in.) 


£2,000-3,000 US$2,500-3,600 

€2,400-3,500 
The drawing corresponds with the allegorical figures reclining on the 
pediment above a door in the Sala dell'Olimpo at the Villa Barbaro in Maser, 
built circa 1556-1558 to Palladio’s design, and entirely decorated by Paolo 
Veronese circa 1560-1561 (see T. Pignatti & F. Pedrocco, Véronése. Catalogue 
complet, Florence, 1991, no. 55, ill.). 
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AFTER GIROLAMO FRANCESCO MARIA MAZZOLA, CALLED IL 
PARMIGIANINO (PARMA 1503-1540 CASALMAGGIORE) 


A nude man seen from behind 


red chalk, pen and brown ink, heightened with white on light brown paper 
36.3 x 24 cm (14% x 9% in.) 


PROVENANCE: 


Unidentified collector (L. 1707), formerly identified as Prince von Lichnowsky 
(1789-1845), possibly Prince F. de Ligne. 

The drawing derives from a print by Antonio da Trento executed after two 
drawings by Parmigianino in Modena, Galleria Estense for the figure (inv. 
1256; D. Ekserdijan, Parmigianino, 2006, no. 171, ill.) and in the Rijksmuseum, 


£4,000-6,000 US$4,900-7,300 Amsterdam for the landscape (inv. RP-T-1948-366; Op. cit., no. 177, ill.) - the 
€4,700-7,000 print is published in Adam von Bartsch, Le peintre graveur (B. XII.148.13; see 
N. Nakahataka, The chiaroscuro woodcut in Renaissance Italy, exhib. cat., Los 
Angeles, Los Angeles County Museum, 2018, no. 29, ill.). 
10 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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ITALIAN SCHOOL, 17TH CENTURY 


Head of a sleeping child, with another fainter study below (recto); and 
Portrait bust of a woman (verso) 


black chalk 
23.5 x 25.3 cm (9% x 10 in.) 


£5,000-7,000 US$6,100-8,500 


€5,900-8,100 


PROVENANCE: 
Marquis Charles-Ferdinand-Louis de Valori (1820-1883), Paris ( L. 2500); 
Hotel Drouot, Paris, 13-14 February 1908, lot 314 (as Alessandro Allori). 


The two delicate studies of the Head of sleeping child on this sheet were at 
some point attributed to Leonardo da Vinci, as indicated by the (now barely 
visible) inscriptions near the upper and lower right corners. Later on, when 
the drawing was in the Marquis de Valori’s collection, it was described as 
Alessandro Allori (1535-1607). A copy after the drawing, reproducing only the 
main head study, was once in the collection of the sculptor Thomas Banks 
(1735-1805) and later in that of William Ottley (1771-1836). More recently 
the latter sheet was on the market with an attribution to the 18th Century 
Florentine artist Domenico Gabbiani (Christie's, London, 28 March, 1972, 
lot 139). The present drawing is mounted on thin cardboard, on the back of 
which is pasted a second sheet, A Portrait bust of a woman, that appears 

to be by the same hand. The latter drawing was also ascribed to Allori and 
described, in the Valori catalogue, as an African woman. 


*7 

ERCOLE SETTI (MODENA 1530-1618) 

Peter and John healing a cripple at the Gate of the Temple 
with inscriptions ‘B. Ramenghi’, ‘Sc. di Raffaele’, ‘AB’ (on the mount) 


pen and brown ink 
27.7 X 21.7 cm (10% x 8% in.) 


£1,000-1,500 US$1,300-1,800 


€1,200-1,700 


PROVENANCE: 
Michel-Amédée Besnus (1831-1909), Paris (L. 78a). 
Henry de Nanteuil de la Norville, Paris (1876-1941), thence by descent. 


The idiosyncratic sharp linear technique seen here compares with a group 
of drawings attributed to Ercole Setti by Walter Vitzthum in 1955 (‘Shorter 
notices’, in The Burlington Magazine, 1955, 97, no. 629, pp. 252-254), and 

in particular with two sheets depicting scenes from the Old Testament in 
the Graphische Sammlung, Munich (inv. 3105; op. cit., fig. 20, ill.) and in the 
Metropolitan Museum, New York (inv. 60.66.17; J. Bean, L. Turčić, 15th and 
16th Century Italian Drawings in the Metropolitan Museum of Art, 1982, New 
York, no. 2339, ill.). An album of drawings by Setti from a private collection, 
Turin (of which six were sold at Sotheby's, London, 26 March 1976, lots 
51-56) contained popular market scenes (see Franca Zava Boccazzi, ‘An 
Unpublished Album of Drawings by Ercole Setti’, Master Drawings, 1968, 6, 
no. 4, pp. 355-363, figs. 415-423, ill.). 


12 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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GIOVANNI DOMENICO CAPPELLINO (GENOA 1580-1651) 


Saint Clare of Assisi, having taken her vows, is welcomed at the altar 
by Saint Francis, surrounded by other figures 


with inscription ‘Vanius’ (lower right) 

black chalk, pen and brown ink, brown wash, heightened with white, brown ink 
framing lines, indented 

27.3 x 19.5 cm (1034 x 7% in.) 


£1,500-2,500 US$1,900-3,100 


€1,800-2,900 


Often confused with works by Giulio Benso (1592-1668), only a few drawings 
can be attributed to Cappellino, including two sheets in Darmstadt, (inv. 
AE1704 & inv. AE1704; P. Marker, Genueser Zeichnungen des 16. bis 18 
Jahrhunderts im Hessischen Landesmuseum Darmstadt, 1990, Darmstadt, 
nos. 31 and 32, ill.) comparable in the handling with the combined use of 
wash and hatchings to create areas of shadow. 


The rare subject of Saint Francis cutting Saint Clare's hair at the altar, before 
she founded the Order of the Poor Clares, is also treated in a 16th Century 
Italian drawing in the British Museum, London (inv. 1946,0713.1538). Her 
saintly attribute, the monstrance, is shown prominently on the altar in the 
present drawing. 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 

°*9 

JACOPO NEGRETTI, PALMA IL GIOVANE (VENICE 1548-1628) 
A bearded man, seated, his left arm raised 

with number ‘18’ (upper left on the mount) 


black chalk heightened with white, on blue paper 
30.4 x 17.9 cm (12 x 7 in.) 


£30,000-50,000 US$37,000-61,000 
€35,000-58,000 


PROVENANCE: 
Carl Robert Rudolf (1884-1974), London (L. 2811b); Sotheby's, London, 4 July 
1977, part Il, lot 11 (catalogue by S.M. Rinaldi). 

with Day and Faber, London; acquired in 2001. 

Jeffrey E Horvitz, Boston; Sotheby's, New York, 23 January 2008, lot 6. 


EXHIBITED: 
London, Royal Academy, Drawings by Old Masters, 1953, no. 95 (as Jacopo 
Tintoretto). 


LITERATURE: 
S.M. Rinaldi, Palma il Giovane. L'Opera completa, Milan, 1984, no. D.105, ill. and 
under nos. 260-263. 

M. Riccioni, Palma il Giovane. La decorazione del coro nel duomo di Salo. Una 
riforma nella pittura bresciano del Seicento, Roccafranca, 2008, ill. p. 71. 


This powerful study, once considered the work of Jacopo Tintoretto, was first 
recognized as a work by Palma by Stefania Mason Rinaldi in the catalogue 
of the second part of the 1977 sale of the collection of C.R. Rudolf (see 
Provenance). She was able to relate the drawing to the figure of one of the 
apostles witnessing the Assumption of the Virgin in the apse of the cathedral 
of Santa Maria Annunziata in Salò on Lake Garda, on which Palma started 
working in early 1602; it was completed by August of the same year (Mason 
Rinaldi, op. cit., no. 259, fig. 367; and Riccioni, op. cit.). One of few studies 
known for the decoration in Salo, the sheet - a chalk study in contrast to 

the vast majority of Palma’s studies, which are executed in pen and wash - 
achieved one of the highest prices in the sale of Rudolf's celebrated group of 
drawings by the artist. 


14 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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E am EE (Lots 10-13; 16; 40; 41; 198; 227) 
Weg tere e gg 
A ` WC cal edad ege — E. West? GE A — 
anal -~ ssid EN 
_— Lk e S ae RE AT ED A me 
; SE Goes E ee é 3 The late Oscar-winning costume designer Anthony Powell 
E a il Teater uge e studied at the Central School of Arts in London and worked, in his 
Séi TE asar e see 2 geg i g ` 
! D à séinen Ën early career, with both Cecil Beaton and Oliver Messel. He won 
Se D EE ena a cere ace eee ei y ` ` : 
g a Fase wae n S SS SSS EE "2 See geg three Academy Awards for his costume designs; and his stage 
cee een e geän Es "er 4 and opera designs included Sunset Boulevard in 1993 and My 


Fair Lady in 2010. His collection extended across all categories, 
with his Old Master Drawings and Prints undoubtedly providing 
aesthetic inspiration for his designs. 


10 
ANNIBALE CARRACCI (BOLOGNA 1560-1609 ROME) E 


p $ A , e A ; Christie's, London, 23 N ber 1971, lot 14 (200 at 
An extensive coastal landscape with a procession of figures in the eee ine 0t14 (200 gns. to 


wey g Lodewijk Houthakker). 
foreground and buildings on the water (recto); Study of a crouching with Bernard Houthakker Gallery, Amsterdam (Master Drawings exhibited by 


man, his profile and a foot (verso) Bernard Houthakker, 1972, no. 9, ill.) 
red chalk, pen and brown ink, brown ink framing lines Peter and Niels de Boer Foundation, Amsterdam; Christie's, London, 4 July 
12.6 x 19.6 cm (5 x 7% in.) 1995, lot 52. 


£3,000-5,000 US$3,700-6,100 Anthony Powell (1935-2021), London; thence by descent. 


€3,500-5,800 Two similarly swiftly rendered landscapes from the Ellesmere Collection 
dating to the artist's last years are in the British Museum, London (inv. 
1972,0722.13; D. Benati, The Drawings of Annibale Carracci, exhib. cat., 
Washington, National Gallery of Art, 1999, no. 95, ill.) and the Staatsgalerie, 
Stuttgart (inv. C1973/2303). Annibale suffered from illness as early as 1605, 
which made it impossible for him to undertake new projects. Only a few 
works are known from the last years of his life apart from some etchings and 
remarkably suggestive drawings - fewer lines and a vaster, more rhythmic 
treatment of receding planes and distant space. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 17 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


FROM THE COLLECTION OF THE LATE ANTHONY POWELL 
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CESARE GENNARI (CENTO 1637-1688 BOLOGNA) 


A youth addressing a man, and an old man witha child (recto); 
A landscape with a city in the background (verso) 


pen and brown ink 
22.3 x 15.6 cm (8% x 6% in.) 


A similar double-sided drawing including the artist's extensive handwriting 
on the verso is in the Denis Mahon collection (see D. Ekserdjian, Guercino 
Drawings from the Collections of Denis Mahon and the Ashmolean Museum, 
Oxford, 1986, no. 47, ill.). The elderly man and the infant in the lower part of 
the drawing echoes the God the Father and Angel painting by Guercino in the 
Palazzo Rosso, Genoa (inv. PB 257). Another landscape by Gennari, this one 


£4,000-6,000 US$4,900-7,300 in black chalk, is at the Rijksmuseum in Amsterdam (inv. RP-T-1955-170). 
€4,700-7,000 

PROVENANCE: 

Anthony Powell (1935-2021), London; thence by descent. 

18 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


FROM THE COLLECTION OF THE LATE ANTHONY POWELL 
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ANTONIO CIMATORI, IL VISACCI 

(URBINO CIRCA 1550-1623 RIMINI) 

Saint Anthony the Abbott and members of the Del Monte family wearing the 
robes of the Order of Saint Anthony 

black chalk, pen and brown ink 

25.2x 18cm (10 x7 in.) 


£4,000-6,000 US$5,000-7,400 


€4,700-7,000 


PROVENANCE: 

Pierre-Jean Mariette (1694-1774), Paris (L. 2097), his mount, inscribed ‘Eques 
Joseph/ Arpinas.’). 

Dr Victor Bloch (1883-1968), London; Sotheby's, London, 19 November 1963, 
lot 76 (as Cavaliere d'Arpino). 

Anthony Powell (1935-2021), London; thence by descent. 


LITERATURE: 

C. Monbeig Goguel, ‘Maniera Zuccaresca et réactions individuelles. 
Observations sur les dessinateurs autour de Federico Zuccari’, in Der Maler 
Federico Zuccari ein römischer Virtuoso von europaischem Ruhm, München, 
1999, p. 114, fig. 14 (as Antonio Cimatori). 

G. Zavatta, ‘Disegni inediti di Antonio Cimatori detto Visacci’, Commentari 
d'arte, 2008, 39-40, p. 57, fig. 2. 

P. Rosenberg, Les dessins de la collection Mariette, Paris, 2020, |, no. 136 (as 
Giuseppe Cesari, Cavaliere d'Arpino). 


Identified by Catherine Monbeig Goguel, the drawing corresponds, in 
reverse, to the painting of the same subject now in the Musea Sacra, 
Mombaroccio. 
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FROM THE COLLECTION OF THE LATE ANTHONY POWELL 


13 
AGOSTINO CARRACCI (BOLOGNA 1557-1602 PARMA) 


A wooded landscape with a figure resting beside a road and a river in 
the background (recto); Nine studies of pendants, and a sketch of a 
spider (verso) 

with inscription ‘Titiaen’ (verso) 


pen and brown ink, brown wash 
21.2 x 28.5 cm (8% x 11% in.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 
Anonymous sale; Christie's, London, 2 July 1991, lot 264. 

Anonymous sale; Christie's, Paris, 21 March 2002, lot 46. 
Anthony Powell (1935-2021), London; thence by descent. 


20 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY FROM THE COLLECTION OF DIANA METCALF STAINOW 
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REMIGIO CANTAGALLINA (BORGO SANSEPOLCRO CIRCA 
1582-1656 FLORENCE) 
A forest landscape with buildings and Tobias and the angel 


black and red chalk, pen and brown ink, brown wash, ink framing lines, 
watermark TR (?) ina shield 
21.5 x 32.7 cm (8% x 137% in.) 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 


PROVENANCE: 

Rev. Dr. Henry Wellesley (1794-1866), Oxford; Sotheby's, London, 25 June-10 
July 1866, part of lot 954 (‘a portfolio’ as by J. Ligozzi; £1.15s. to Noseda). 

Sir David Kelly (1891-1959), London; Hodgsons, London, 26 November 1954, 
part of lot 596 (the album; £720 to Hans Calmann). 

Anonymous sale; Sotheby's, London, 3 July 1989, lot 356, ill. (as Flemish 
School, circa 1600). 

Anonymous sale; Christie’s, Amsterdam, 10 November 1997, lot 44 (as circle of 
Pieter Stevens). 

with Kate de Rothschild, London. 


A similar composition in reverse can be found in an undescribed (?) etched 
landscape with Tobias and the angel by Cantagallina, of which an impression 
is at the Baltimore Museum of Art (inv. 1946.112.507; not recorded in 
Bartsch). 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*15 


GIOVANNI FRANCESCO BARBIERI, IL GUERCINO 
(CENTO 1591-1666 BOLOGNA) 


Cleopatra bitten by the asp 


red chalk, watermark Barberini arms with cardinal’s hat 
21.7 x 20.3 cm (8% x 8 in.) 


£40,000-60,000 US$49,000-73,000 
€47,000-70,000 


PROVENANCE: 
Anonymous sale; Christie's, London, 8 July 1975, lot 28. 

with Herman Shickman, New York, 1976. 

Anonymous sale; Christie's, New York, 22 January 2004, lot 37. 
Anonymous sale; Christie's, New York, 24 January 2008, lot 30. 


EXHIBITED: 
Bologna, Museo Civico Archeologico, Giovanni Francesco Barbieri, II Guercino. 
Disegni, 1991, no. 138, ill. 

New York, Richard L. Feigen & Co., Giovanni Francesco Barbieri. II Guercino 
1591-1666, 1992, no. 10. 


LITERATURE: 
C. van Tuyll, Guercino Drawings from Dutch Collections, exhib. cat., Haarlem, 
Teylers Museum, 1991, p. 130, under no. 54. 

D.M. Stone, Guercino. Master Draughtsman. Works from North American 
Collections, exhib. cat., Cambridge, Mass., Arthur M. Sackler Museum, 1991, 
pl. XII. 

P. Boccardo, Genova e Guercino, exhib. cat., Genoa, Palazzo Rosso, 1992, p.78, 
under no. 23. 

B. Ghelfi, // libro dei conti del Guercino 1629-1666, Bologna, 1997, no. 387. 

N. Turner, The Paintings of Guercino. A Revised and Expanded Catalogue 
raisonné, Rome, 2017, p. 644, under no. 351. 


A study for Guercino’s painting of The Death of Cleopatra now in Palazzo 
Rosso, Genoa (fig. 1; N. Turner, op. cit., no. 351, ill.). The painting has been 
identified with the ‘Quadro di Cleopatra’ recorded in Guercino’s account book 
as having been made for the Abbate Carlo Emanuele Durazzo at a cost of 
125 ducatoni on 24 March 1648 (B. Ghelfi, op. cit., p. 138, no. 387, ill.). A few 
years later Guercino painted another version of the subject for the Genoese 
nobleman Gerolamo Panesi; that painting is now in a private collection 

(N. Turner, op. cit., no. 372, ill.). In the second version Cleopatra's pose was 
altered and she is depicted lying on her bed, rather than sitting. There are 
only small differences between the present drawing and the painting in 
Palazzo Rosso. Another drawing of the same subject, but in pen and brown 
ink, was in the Stichting Collectie P. en N. de Boer (C. van Tuyll, op. cit., under 
no. 54) and was sold in these Rooms on 4 July 1995, lot 55. 


Fig. 1. Giovanni Francesco Barbieri, called Guercino, The Death of Cleopatra, 
Palazzo Rosso, Genoa. 


22 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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FORMERLY IN THE COLLECTION OF BARON HATVANY 
16 

GIUSEPPE PASSERI (ROME 1654-1714) 
The Madonna and Child in a fictive frame 
black and red chalk, pen and brown ink, brown 
wash, heightened with white, with a graphite and 


gold framing line by Jonathan Richardson, Sen. 
14x 16.3 cm (5% x 6% in.) 


£1,000-1,500 US$1,300-1,800 
€1,200-1,700 


PROVENANCE: 
Jonathan Richardson, Sen. (1667-1745), London 
(his mount with inscription ‘Giuseppe Passari.’), 
(L. 2993). 

Baron Paul Hatvany (1899-1977), London; thence 
by descent to the present owners. 


This is a typical drawing by Passeri with the 
combined use of brown ink, red chalk and white 
bodycolour. Another drawing by Passeri drawn 
within a fictive frame is in the British Museum, 
London (inv. 1902,0822.10; N. Turner, /talian 
Drawings in the British Museum, Roman Baroque 
Drawings, London, 1999, |, no. 248, ill.) although 
the frame seems to be by the artist’s own hand in 
the present work. 


17 
IPPOLITO LEONI (ROME 1616-1694) 
Portrait of a young girl, half-length 


dated ‘2i/ [...]ggio// 1640’ 
black, red and white chalk on blue paper 
20.6 x 13.8 cm (8% x 5% in.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 

with Galerie J.-F. Baroni, Paris (Sélection de 
Dessins Anciens et du XIXème siècle, 2000, no. 

11, ill.). 

A similar portrait of a young girl, numbered 

"GI and dated 1637, is at the Morgan Library 

and Museum, New York (inv. It.17.16). Portraits 
by Ippolito Leoni are extremely rare. Giovanni 
Baglione (Lives of the artists, 1642) mentions two 
portraits by him of his master and stepfather 
Ottavio Leoni (now in the Accademia di San Luca, 
Rome, inv. 591) and of his grandfather. Ippolito 
inherited and carried on Ottavio’s practice of 
portrait drawings on blue paper after the latter 
died in 1630. 


18 


GIOVANNI PAOLO PANINI (PIACENZA 1691-1765 ROME) 
View of Piazza Colonna with the Column of Marcus Aurelius, Rome 


signed with initials ‘G.P.P.’ and with illegible inscription 

graphite, pen and grey ink, watercolour, watermark fragment fleur-de-lys with 
acrown 

25.3 x 35.9 cm (10 x 14% in.) 


£8,000-12,000 US$9,800-15,000 
€9,300-14,000 

PROVENANCE: 

William Esdaile (1758-1837), London; Christie's, London, 20 June 1840, lot 450 

(2 gns to Hogarth). 


Unidentified collector's mark P. H. (L. 2084). 
Lore and Rudolf Heinemann, New York; Christie's, London, 1 July 1997, lot 75. 
with Kate de Rothschild, London (Master Drawings, July 2001, no. 11, ill.). 


EXHIBITED: 

New York, The Pierpont Morgan Library & Museum, Drawings from the 
Collection of Lore and Rudolf Heinemann, 1973, no. 32, ill. 

By contrast with his extensive output of capricci, Panini’s detailed 
topographical vedute of Rome like this view are rare. In this drawing several 
important symbols of modern Rome can be identified around Piazza 
Colonna: the Palazzo Chigi and the Curia Innocenziana to the right, the 
Residenzia di Monsignor Vicegerente at the centre and the Chiesa dei 

Santi Bartolomeo e Alessandro dei Bergamaschi to the left. The same view 
appears in Panini’s painting Modern Rome, pendant to Ancient Rome, both in 
the Louvre (inv. R.F. 1944-22: F. Arisi, Gian Paolo Panini, e i fasti della Roma 
del 200. Rome, 1986, no. 500, ill.). Other versions of these well-known views 
can be found in the Metropolitan Museum of Art, New York (inv. 52.63.1 and 
52.63.2), the latter showing the Piazza Colonna from a different viewpoint, 
and in the Museum of Fine Arts, Boston (inv. 1975.805), also showing the 
Piazza Colonna from a different angle. 


24 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 25 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY FROM THE CORNELIA BESSIE ESTATE 
"19 
GIOVANNI BATTISTA TIEPOLO (VENICE 1696-1770 MADRID) 


An angel addressing the three Magi 


with inscription ‘Tiepolo’ (lower left) 
black chalk, pen and brown ink, brown wash 
35.6 x 26 cm (14x 10% in.) 


£30,000-40,000 US$37,000-49,000 
€35,000-46,000 


PROVENANCE: 
Alexandre Doucet, Paris; by inheritance 

Madame A. Doucet; Paris, Hôtel Drouot, 21-22 November, 1966, lot 101. 
Hanns Schaeffer (1886-1967), New York; given to Kate Schaeffer (1898-2000) 
to mark their 42nd wedding anniversary in 1967 (according to a note on the 
back of the frame); and by descent to their daughter 

Cornelia Bessie (1929-2020), New York. 


EXHIBITED: 
New York, The Metropolitan Museum of Art, Drawings from New York 
Collections, Ill, The 18th Century in Italy, 1971, no. 99, ill. 


At first glance this beautiful drawing could be interpreted as a study of a 
secular subject, if it were not for the presence of the angel behind the three 
men. Tiepolo frequently experimented with the creation of draped men 

in oriental costumes wearing elaborate headdresses, revealing an almost 
inexhaustible inventiveness in the creation of new details. Many drawings of 
individual figures in oriental guise, like the Magi in this drawing, are in the 
collection of the Victoria and Albert Museum (G. Knox, Catalogue of Tiepolo 
Drawings in the Victoria and Albert Museum, London, 1975, pp. 22-26). 
These exotic characters also populate Giovanni Battista’s series of etchings 
entitled Scherzi di fantasia, published in the 1750s (A. Rizzi, The Etchings 

of the Tiepolos, London, 1971, nos. 4-26, ill.). The present sheet cannot be 
connected to any of Tiepolo’s painted or printed works, and given its large 
format and its assured and appealing execution it was most likely conceived 
as an independent work of art. 


26 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*20 
GIOVANNI DOMENICO TIEPOLO (VENICE 1727-1804) 
The apparition of the skeleton of Punchinello before his tomb 


numbered ‘104’ (upper left) and signed ‘D°: Tiepolo/ f.' (lower right) 
black chalk, pen and brown ink, brown wash, brown ink framing lines, 
watermark monogram beginning with ‘SO’ 

34.9 x 47 cm (13% x 18% in.) 


£350,000-450,000 US$430,000-550,000 
€410,000-520,000 

PROVENANCE: 

Anonymous sale; Sotheby's, London, 6 July 1920, part of lot 41 (£610 to 

Colnaghi). 


with Colnaghi, London, by whom sold, January 1921, to 

Richard Owen, Paris, by whom broken up and sold individually through 
Matthiesen, 24 March 1937. 

Léon Suzor, Paris; Hôtel Drouot, Paris, 19 March 1965, lot 65. 

Georges Bernier, Paris. 

Alice M. Kaplan (1903-1995), New York (L. 3061). 

with Eugene V. Thaw & Co., New York. 


EXHIBITED: 
Paris, Musée des Arts Décoratifs, Dessins de G.D. Tiepolo, 1921 (without 
catalogue). 

Paris, Musée Carnavalet, Chefs-d‘ceuvre des collections parisiennes, 1950, no. 
152, ill. 

New York, The Metropolitan Museum of Art, and Pierpont Morgan Library, 
Drawings from New York Collections, Ill, 1971, no. 284, ill. 

Southampton, Parrish Art Museum, Commedia dell Arte, 1971 (without 
catalogue). 


LITERATURE: 
J. Byam Shaw, The Drawings of Domenico Tiepolo, London, 1962, p. 52, n. 3. 
A. Mariuz, Giandomenico Tiepolo, Venice, [1971], p. 87, n. 107. 

P.P. Fehl, ‘Farewell to Jokes: The Last Capricci of Giovanni Domenico Tiepolo 
and the Tradition of Irony in Venetian Painting’, in Critical Inquiry, V, no. 4, 
Summer 1978-1979, Chicago, pp. 787, fig. 22. 

ME Vetrocq, Domenico Tiepolo’s Punchinello Drawings, exhib. cat., 
Bloomington, Indiana University Art Museum, and Stanford, Stanford 
University Museum of Art, 1979-1980, no. S23, ill. 

L. Bantel, The Alice M. Kaplan Collection, New York, 1981, no. 44, ill. 

G. Knox, ‘Domenico Tiepolo’s Punchinello Drawings: Satire, or Labor of Love?’, 
in Satire in the Eighteenth Century, New York and London, 1983, pp. 130, 146 
A.M. Gealt, Domenico Tiepolo. The Punchinello Drawings, New York, 1986, no. 
77, ill. [French edition: Gian Domenico Tiepolo. Dessins de Polichinelle, Arcueil, 
1986]. 

G. Knox in Giandomenico Tiepolo. Maestria e gioco. Disegni dal mondo, exhib. 
cat., Udine, Castello di Udine, and Bloomington, Indiana University Art 
Museum, 1996-1997, p. 98, ill., p. 247, no. 104. 

S. Bostock, The Pictorial Wit of Domenico Tiepolo, |, unpublished Ph.D. thesis, 
University of Warwick, 2009, no. 103, ill. 

G. Agamben, Pulcinella ovvero divertimento per li regazzi, Rome, 2015, no. 28, 
pp. 82-83, ill. 

Building on the formidable legacy of his father Giovanni Battista, one of the 
great painters of the 18th Century, Domenico Tiepolo forged a successful 
career of his own, excelling at painting as well as at etching and drawing. As 
the prime assistant to his father, he worked on large decorative schemes, 
including those in Würzburg and Spain, and reproduced his father’s works 


28 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 29 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


in prints. But he also developed his own voice, which grew only 
stronger after Giovanni Battista’s death in 1770. To the grand 
repertoire of the latter's religious, mythological and allegorical 
compositions, Domenico added lighter, wittier, more fanciful 
notes, some religious or mythological in inspiration, but others 
taken from everyday life and popular culture. Many of these 
themes, which have become associated with the Tiepolos’ 
name as much as those of the father, were explored in pen 

and ink, rather than in oil, and often in series, which brilliantly 
show off Domenico’s inventiveness. The crowning achievement 
of these, and what can be called his swansong, are the 104 
drawings, preceded by a title page, that make up a series titled 
‘Divertimento per li regazzi’ (entertainment for children), also 
known as the ‘Punchinello series’. Their kaleidoscopic emotional 
range and stylistic and narrative exuberance is held together by 
their stylistic coherence, richly elaborated as they are in different 
shades of brown wash barely contained by the fluid penwork, 
over an often very summary underdrawing in black chalk, and 
displaying a brilliant use of the white paper to create highlights. 


Inspired by one of the main characters of the improvised popular 
theatre of Neapolitan origin, the commedia dell'arte, but choosing 
a more good-natured interpretation of the originally malicious 
and boorish Pulcinella (to use his common Italian name), the 
Divertimento is the culmination of drawings and paintings 

by Domenico in which he presented his playful vision of life 
more fully. In frescoes decorating his villa at Zianigo on the 
mainland (now at the Ca’ Rezzonico, Venice), Domenico painted 
Punchinello’s boisterous activities on a large scale, but during 
the final years of the artist's career, when the 18th Century 

came to aclose and the Venetian Republic was conquered by 
Napoleon's troops, Domenico also turned to Punchinello and 

his extended family for the last, and perhaps the greatest of his 
series of drawings, to capture ‘the culture of that vanished world 
that Domenico, with nostalgia and humour, mythologized and 
immortalized in the Divertimento’ (L. Wolk Simon, Domenico 
Tiepolo. Drawings, Prints, and Paintings in The Metropolitan 
Museum of Art, New York, 1996, p. 67). 


While the mood of the individual drawings in the series varies 
considerably, and the majority can be called joyful, several of 
the darker scenes remind us that Tiepolo was a contemporary 
of Francisco de Goya. That is certainly the case for the drawing 
offered here, on which the autograph number at upper left 
indicates it is the ultimate scene of the Divertimento’s narrative 
sequence. Here, a skeleton Punchinello rises from the grave 
that has been dug for him, and startles the group of other 
Punchinellos who have presumably gathered to mourn his death. 
His resurrection is at the same time the end of his story, and the 
beginning of a new one, under the eternal sign of human folly. 


Domenico's series was not rediscovered until 1920, when it 

was sold as an unbound series at Sotheby's in London. Shortly 
afterwards, Richard Owen, a British dealer based in Paris, started 
dismembering the ensemble, which was seen for the last time 

in full at an exhibition at the Ecole des Beaux-Arts in 1921. The 
largest groups ended up in the Robert Lehman Collection at the 
Metropolitan Museum of Art and in the Cleveland Museum of 
Art. Until the recent sales of nine drawings on 3 December 2019 
and 29 July 2020 at Christie's, London, the largest group still 
together in private hands were the twelve sheets in the collection 
of the late Sir Brinsley Ford. Well represented in American public 
and private collections, drawings from the series are nearly 
absent from European museums, despite its status as the ‘last 
masterpiece of Venetian art’ (Pierre Rosenberg in the French 
edition of Gealt, op. cit., 1986, p. 9). 
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GIOVANNI DOMENICO TIEPOLO (VENICE 1727-1804) 
The funeral of a nun (recto); Sketch of a veiled woman (verso) 


signed (?) ‘Giov Dom:co Tiepollo’ and inscribed ‘f. 2. 30. Xrs No. 3723.’ (on the 
verso) 

black chalk, pen and brown ink, brown wash (recto); black chalk (verso) 
26.2 x 19.6 cm (10% x 7% in.) 


US$7,300-9,700 
€7,000-9,300 


£6,000-8,000 


PROVENANCE: 
Giovanni Domenico Bossi (1765-1853), Munich (associated reference ‘f. 2. 30. 
Xrs No. 3723.’, by descent to 

Maria Theresa Karoline Bossi (1825-1881), by inheritance to 

Karl Christian Friedrich Beyerlen (1826-1881); H.G Gutekunst, Stuttgart, 27 
March 1882, possibly lot 664. 


An inscription on the verso of the drawing attests to its provenance from the 
Bossi-Beyerlen collection. The handwritten code - which includes a price 

in florins and kreutzers, and a serial number - appears on all the known 
drawings with this provenance, although it is unclear who was the author of 
these inscriptions soon after G. D. Tiepolo's death, Giovanni Domenico Bossi, 
professor and court painter in Munich, began to collect large numbers of 
Tiepolo drawings. 


While the style of the sheet is typical of Giovanni Domenico’s graphic 
production, the iconography of the composition is rare in the artist's oeuvre. 
The scene on the recto appears to depict the funeral of a nun, perhaps a 
Saint or the abbess of one of the powerful Augustinian monasteries in 
Venice. A group of nuns veiled in black are mourning their dead companion. 
On the verso of the sheet is a lightly drawn sketch of another veiled figure 
with her arms crossed on her chest. 


32 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY OF ALADY 


22 

GIOVANNI DOMENICO TIEPOLO (VENICE 1727-1804) 
Hercules and Antaeus 

signed ‘Dom.o Tiepolo f’ 


black chalk, pen and black ink, grey wash, watermark 'C E V' over a shield 
20.1x14 cm (7% x 5% in.) 


£3,000-5,000 US$3,700-6,100 


€3,500-5,800 


PROVENANCE: 
Possibly part of an album in the collection of H. Bordes, Paris; bought by Paul 
Prouté, Paris, and sold on in 1936 to P. and D. Colnaghi, London, and later 
dismembered. 


This drawing is part of a group of sheets of similar size, technique and 
subject matter that are now dispersed in various public and private 
collections. In 1987 J. Byam Shaw explained how an album with thirty- 
eight drawings of this subject, once in the Bordes collection, was bought 


by Colnaghi from Paul Prouté in Paris in 1936 and later dismembered and 

its contents dispersed (see J. Byam Shaw and G. Knox, The Robert Lehman 
Collection. Italian Eighteenth-Century Drawings, 6, New York, 1987, no. 133). 
More sheets of the same subject were also included in another album of 
drawings, the Beauchamp Album, (Christie's, London, 15 June 1965, lots 
149-152). Two sheets in the Robert Lehman Collection at the Metropolitan 
Museum of Art (inv. 1975.1.491, inv. 1975.1.492; J. Byam Shaw and G. Knox, op. 
cit, nos. 133 and no. 134) and other two at the Morgan Library and Museum 
(1996.129 and 1996.130; F. Stampfle and C. Denison, op. cit., 1973, nos. 96 
and 97) are very similar to the present one. All the drawings depict the same 
subject matter, the struggle between Hercules and Antaeus, with small 
variations. While some sheets include a simple pedestal underneath the 
figures, others present elements of a landscape setting. It has been suggested 
that a source of inspiration for the series could have been a statue - either an 
antique marble or alternatively a small Renaissance bronze similar to those 
produced by Pier Jacopo Alari Bonacolsi, called L'Antico (ca. 1460-1528). 


33 


THE PROPERTY OF THE EXECUTORS OF THE LATE LADY HORNBY 


23 
GIACOMO GUARDI (VENICE 1764-1825) 
Capricci of houses with figures by water 


black chalk, pen and brown ink, grey and black wash, watermark three 
crescents (i); black chalk, pen and brown ink, grey and black wash, watermark 
three crescents in an elaborate cartouche (ii), brown ink framing lines 

(i) 47.2 x 31.9 cm (18% x 11% in.) 

(ii) 46.5 x 31.5 cm (18% x 12% in.) (2) 


£7,000-10,000 US$8,500-12,000 
€8,200-12,000 


34 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY FROM THE CORNELIA BESSIE ESTATE 

*24 

GIACOMO GUARDI (VENICE 1764-1825) 

Venice: The Bucintoro on the lagoon; and The Rialto Bridge 


each signed Giacomo de Guardi verso, and inscribed ‘Veduta del Bucintoro' 
and ‘Veduta del Ponte de Rialto' respectively 


bodycolour 
11x 17.5.cm (4% x 6% in.) (2) 
£5,000-7,000 US$6,200-8,600 


€5,800-8,100 


Giacomo Guardi produced a large number of bodycolour views of the Rialto, 
among which one is in the Morgan Library and Museum, New York (inv. 
1996.32). However, drawings showing the Bucintoro are much rarer in his 
œuvre. 
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FROM THE COLLECTION AT EASTNOR CASTLE 


(LOTS 25-27) 


Giovanni Battista Lusieri, or ‘Titta’ as he would sometimes sign his works, was hailed 
during his lifetime as one of the most gifted of all living landscape artists and his works 
were eagerly sought after by collectors, notably British ones. Philip Yorke (1757-1834) - 
who in 1790 succeeded his uncle as 3rd Earl of Hardwicke - has emerged as the artist's 
single most important earlier patron. All three watercolours from the Eastnor Collection 
are wonderful illustrations of this special patronage of the Grand Tour and have come 
directly from his collection by descent. They were commissioned by Yorke between 1778, 
upon his arrival in Rome, and 1779, before his return to England. 


Yorke, who would later continue his activity as a patron and collector in England and serve 
as a trustee of the British Museum, had set off on his Grand Tour to the continent by 1777 
with his Swiss tutor. In Italy by May 1778, he reached Rome in October the same year, 
where he engaged the services of the antiquarian and dealer James Byres (1733-1817) as 
his guide and advisor. Byres soon became the young Yorke’s agent, acquiring works of 

art for him and enhancing the range of his patronage in Italy on his behalf when the latter 
became seriously ill and was forced to return to England. Enclosed with a letter from Byres 
to Yorke dating from 19 September 1781, was a list of payments for works of art that the 
dealer had settled on his behalf, including several watercolours by Lusieri. While in Rome, 
Yorke had begun commissioning pictures from the international community of artists, but 
formed a particularly strong connection with Lusieri, and commissioned at least six works 
by him including the three present watercolours. His patronage would last well beyond his 
sojourn in Italy: he financed Lusieri’s transfer to Naples circa 1781-1782. 


‘Don Tra is believed to have received his initial training in his father’s silversmith 
workshop, where preparatory drawings and designs required extreme precision and a high 
degree of finish to work precious metals: therein may lie the root of Lusieri’s meticulous 
technique. While ‘tinted drawings’ by Giovanni Paolo Panini were proving popular in 
18th-Century Italy, Lusieri took watercolour technique much further and mastered it as 

an expressive medium in its own right on a par with that of John Roberts Cozens and 
J.M.W Turner. Superimposing multiple layers of pure colour, he achieved richness and 
sophistication by brilliantly capturing effects of light and aerial perspective. That a native 
Roman artist was able to adopt watercolour as his principal medium at this date and make 
a living from it was due in large part to the taste and market for such works that had been 
generated abroad and imported into Italy by artists such as the Swiss Abraham-Louis- 
Rodolphe Ducros (1748-1810) who was in Italy by the end of 1776 or the German Jakob 
Philipp Hackert (1737-1807). 


The growing fashion for watercolours was fuelled by the demand from foreign tourists 

for modestly priced views of Italy’s celebrated sights and monuments. By contrast 

with the more frequent romantic views of ruins and capricci, Lusieri favoured a rational 
documentary approach aiming to record the state of the buildings with clarity and 
precision. The artist channelled his more realistic approach to landscape into his own 
working practice, where he is reported to have produced his landscapes on the spot from 
the initial meticulous drawing all through to the final colouring. To capture a view or record 
a transient atmospheric effect in such exquisite detail and on such an ambitious scale was 
exceptional at the time, and has scarcely been emulated since. 
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GIOVANNI BATTISTA LUSIERI (ROME 

1754-1821 ATHENS) 

A panoramic view of Rome from the 

Aventine Hill towards the South 

graphite, pen and black ink, watercolour, 

watermark beehive in a shield, with letters ‘J i i 
HONIG/ &/ ZOONEN’ { 
55.5 x 97 cm (22 x 38% in.) 


£200,000-300,000 US$250,000-370,000 
€240,000-350,000 


PROVENANCE: 
Philip Yorke, later 3rd Earl of Hardwicke (1757- 
1834), commissioned from the artist around 
1778-1779; thence by descent at Eastnor Castle, 
Herefordshire. 


EXHIBITED: 
Edinburgh, National Galleries of Scotland, 
Expanding Horizons. Giovanni Battista Lusieri 
and the Panoramic Landscape, 2012, no. 8, ill. 
(catalogue by A. Weston-Lewis). 


Although it would seem always to have been 
mounted and framed separately, as a stand-alone 
piece, this view from the Aventine Hill to San 
Paolo fuori le mure forms the last part of a larger 
our-sheet 180-degree panorama of Rome, along 
with two other watercolours sold in these Rooms 
2 July 2013, lots 28 and 29). While the first and 
he third parts are now respectively in a private 
collection and in the British Museum, London, 
he second part of the panorama is untraced and 
presumably lost. 


As well as showing a continuous prospect over 
he city, the four parts formed a chronological 
continuum, showing Lusieri's ability to capture 
he atmospheric light and the naturally rich 
hues of the landscape presented through the 
changing times of day. As twilight gently creeps 
over the Campagna, the aerial perspective, the 
high viewpoint and the absence of an anchoring 
foreground or distracting staffage express the 
apparent neutrality of the artist's vision. 


This panoramic cityscape marks a critical new 
departure in Lusieri’s approach to landscape, 
presaging his similarly expansive views of Naples 
and its bay, while his topographical accuracy 
reaches new levels and provides precious records 
of the city - Rome before San Paolo fuori le mure 
burned down in 1823. 


Probably executed in 1778 or 1779, these 
views are among Lusieri's earliest known 
works. The panorama is not mentioned in the 
correspondence which Yorke later exchanged 
with his Roman agent and so presumably 
accompanied him on his return to England in 
April 1779. 


38 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 39 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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GIOVANNI BATTISTA LUSIERI (ROME 
1754-1821 ATHENS) 

A view of the Tiber Valley towards the North 
from Monte Mario 

signed ‘Titta f.’ (lower left, on the mount) 

graphite, pen and black ink, watercolour, 
watermark ‘J HONIG/ &/ ZOONEN’ 

58.9 x 96.4 cm (22% x 37 in.) 


£100,000-150,000 US$130,000-180,000 
€120,000-170,000 


PROVENANCE: 
Philip Yorke, later 3rd Earl of Hardwicke (1757- 
1834), commissioned from the artist around 
1778-1779; thence by descent at Eastnor Castle, 
Herefordshire. 


EXHIBITED: 
Edinburgh, National Galleries of Scotland, 
Expanding Horizons. Giovanni Battista Lusieri 
and the Panoramic Landscape, 2012, no. 11, ill. 
(catalogue by A. Weston-Lewis). 


Mentioned by Goethe (Philipp Hackert, la vita, 
Naples, 1788, p. 54), as Rome's most beautiful 
vantage point, this view was drawn from Villa 
Mellini, which offered a wonderful scenic 
prospect over the Tiber valley. The topographical 
accuracy of the view is striking, with the Milvian 
bridge prolonging the via Flaminia running 
across the valley, and the Torre Lazzarone visible 
in the far distance. The meticulous definition 

of the lattice-work of fields may suggest that 
the artist also worked from a land register. The 
framing trees at the right in the foreground with 
their serpentine branches form a conventional 
repoussoir and were likely to have been 
introduced by the artist for compositional effect. 


Drawn from opposite slopes but comparable 

in composition is a View of Rome from the Villa 
Mellini on Monte Mario in the Gemälde Galerie 
der Akademie der Bildenden Kunst in Vienna 
inv. 403; op. cit., no. 10, ill.). While the version in 
Vienna dates to 1783, there is an earlier version 
of the same composition signed and dated 

779 which may have formed a pendant to the 
present view (private collection; sold in these 
Rooms, 12 December 2007, lot 200; see F. Spirito, 
Lusieri, Naples, 2003, no. 6). Both works present 
sophisticated tonal range and light effects. 


Four autograph versions of this view are known, 
attesting to its popularity. A prototype without 
igures is in a private collection and would have 
served as a model to show potential clients. 

The present view, signed, was either purchased 
directly from the artist by Philip Yorke while in 
Rome or commissioned then and shipped to him 
back in England in 1781; it is mentioned in James 
Byres’ list of payments ‘2 views of Rome &c 
Colour d (for the complete list of payments see 
op. cit., p. 46). 


40 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 41 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


FROM THE COLLECTION AT EASTNOR CASTLE 


27 
GIOVANNI BATTISTA LUSIERI (ROME 1754-1821 ATHENS) 
A view of the ruins of the Baths of Caracalla 


graphite, pen and black ink, watercolour 
50.9 x 65.7 cm (20 x 26 in.) 


£70,000-100,000 US$86,000-120,000 


€82,000-120,000 


PROVENANCE: 
Philip Yorke, later 3rd Earl of Hardwicke (1757-1834), commissioned from the 
artist around 1778-1779; thence by descent at Eastnor Castle, Herefordshire. 


EXHIBITED: 
Edinburgh, National Galleries of Scotland, Expanding Horizons. Giovanni 
Battista Lusieri and the Panoramic Landscape, 2012, no. 3, ill. (catalogue by A. 
Weston-Lewis). 


Lusieri’s decision to depict the Baths of Caracalla from within is remarkably 
fresh and original. In fact the artist largely avoided representing the most 
obviously commercial ancient sights of Rome and no standard subjects such 
as the Pantheon, Colosseum, Arch of Constantine, Roman Forum or Temple 
of the Sibyl at Tivoli are to be found in his oeuvre. In representing a subject 


of which images were not in circulation Lusieri was able to exercise freely his 
eagle eye for architectural details and scenic plays of light, independently of 
iconographic tradition. His view of the Baths was repeated almost identically 
in a 1779 print by Giovanni Volpato (1732-1803) and in a watercolour by 
Abraham-Rodolphe-Louis Ducros (1748-1810), implying they may have been 
drawing together or aware of each other's works. 


Philip Yorke’s journal expresses his admiration for the Roman Baths, of which 
he was given a guided tour by his agent James Byres on 26 October 1778. 
Following his visit, he commissioned from Lusieri four views of the site, and 
while two of them are now lost, two further ‘Views of the baths of Caracalla’, 
including the Eastnor watercolour, appears in Byres’ 1781 list of payments 
(paid ‘24.60 roman crowns’). 


Lusieri produced various versions of the Baths of Caracalla. This example 
from the Eastnor Collection is one of the few originals, as distinct from 
replicas that were made on tracing paper. The presence of figures 
emphasizes the massive scale of the ancient ruins. There is another version 
of the Baths of Caracalla from Villa Mattei in the collection of the Rhode 
Island School of Design (inv. 57.098; op. cit., no. 4, ill.) but it does not seem to 
have been part of the 1778-1779 commission. 


42 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY OFA PRIVATE COLLECTOR 


(LOTS 28-32) 


The following early five drawings come from two albums assembled in the 19th Century. 
97 drawings were pasted onto separate sheets and bound into two folio volumes labelled 
‘Drawings/ of Rome and its Environ/ by/ Labruzzi’. 39 sheets from these albums were 
exhibited in London at the Simon C. Dickinson gallery in 2012, including the first four 
sheets now offered. 


Although the majority of the drawings were views of Rome and its outskirts, as the label 
stated, these sheets, like some others from the album, were made in Naples and in Le 
Marche (especially around Ancona). Apart from that of Lake Nemi, the vedute are in 
monochrome, like the later Vatican series on the Via Appia, which suggests that technique 
was favoured for views of topographical precision. None of the drawings in the exhibition 
were dated or associated with dated drawings or paintings. Since Labruzzi’s handling here 
is unlike his much later drawings in the Vatican or the British Museum, Timothy Clifford 
suggested dating the albums to the late 1760s or early 1770s in his introduction to the 
Dickinson catalogue (see Provenance). 


Of Labruzzi’s many admirers among the Grand Tourists, Sir Richard Colt Hoare (1758- 
1838), historian and antiquarian, stands out as his most prominent patron. Hoare engaged 
the artist as his travelling companion when setting out on his journey along the Appian 
Way, which Labruzzi documented with 226 drawings between 1789 and 1794 (P. A. de 
Rosa, La via Appia nei disegni di Carlo Labruzzi alla biblioteca apostolica vaticana, Rome, 
2013). 


The first exhibition of Labruzzi’s works was organised by the John Manning gallery in 
London in 1960, when an album of 100 drawings by the artist was broken up and sold at 
the gallery - the drawings, all of which were sold, entered distinguished collections such 
as those of Paul Oppé, Leonard Duke and Major Michael Ingram, with others going to the 
Victoria and Albert Museum such as the Ruins near Castel Gandolfo watercolour (inv. P.16- 
1960). 


e 28 


CARLO LABRUZZI (ROME 1748-1810 PERUGIA) 
The so-called Temple of Venus at Baiae, with tourists preparing to 
disembark and fishermen mending nets 


black chalk, pen and brown ink, brown wash 
36 x 50 cm (14% x 19% in.) 


£6,000-8,000 US$7,300-9,700 
€7,000-9,300 


PROVENANCE: 
with Simon C. Dickinson Ltd., London (Carlo Labruzzi, The Grand Tour, 2012, 
no. 39, ill., catalogue by Timothy Clifford). 

The ‘Temple of Venus’ in Baiae, west of Naples on the Gulf of Pozzuoli, dates 
from the second century A. D., and was part of the Emperor Hadrian's palace. 


In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY OF A PRIVATE COLLECTOR 


°29 

CARLO LABRUZZI (ROME 1748-1810 PERUGIA) 

The so-called Temple of Venus at Baiae, with a boat and two 
fishermen in the foreground 


signed ‘Labruzzi’ (lower left) 
black chalk, pen, grey and brown ink, brown wash 
25.1x 36.5 cm (9% x 14% in.) 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


PROVENANCE: 
with Simon C. Dickinson Ltd., London (Carlo Labruzzi, The Grand Tour, 2012, 
no. 38, ill., catalogue by Timothy Clifford). 

Taken from a similar but more distant viewpoint as the previous lot. The boat 
is a two-masted rascona with lateen sails. 


46 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY OF A PRIVATE COLLECTOR 


°30 

CARLO LABRUZZI (ROME 1748-1810 PERUGIA) 

A view of a villa from a terrace with a balustrade surrounded by 
statues 


black chalk, pen and black ink, grey wash, watermark encircled fleur-de-lys 
29 x 48 cm (11% x 19 in.) 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


PROVENANCE: 
with Simon C. Dickinson Ltd., London (Carlo Labruzzi, The Grand Tour, 2012, 
no. 32, ill.). 

The villa is as yet unidentified but, judging from similar sheets (Dickinson, 

nos. 29-35, ill.), the drawing may have been made in the region of Ancona. 


PROPERTY OF A PRIVATE COLLECTOR 


°31 
CARLO LABRUZZI (ROME 1748-1810 PERUGIA) 
View of Lake Nemi looking towards Rome 


black chalk, watercolour, watermark ‘UHONIG/ &/] ZOONEN’ (Heawood 
3345) 
37.8 x 52.8 cm (14% x 207% in.) 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


PROVENANCE: 
with Simon C. Dickinson Ltd., London. 


Labruzzi used watercolour for his landscape views in particular, as it allowed 
him a more suggestive rendering. 


48 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY OF A PRIVATE COLLECTOR 


°32 

CARLO LABRUZZI (ROME 1748-1810 PERUGIA) 

A village on a river with a three-arched bridge beside a small church 
and a fortified building beyond 


black chalk, pen and black ink, grey wash, watermark ‘JHONIG/ &/ ZOON 
[EN]' (Heawood 3345) 
29.4x 48 cm (11% x 19 in.) 


£3,000-4,000 US$3,700-4,900 
€3,500-4,600 


PROVENANCE: 
with Simon C. Dickinson Ltd., London (Carlo Labruzzi, The Grand Tour, 2012, 
no. 34, ill.). 

Similarly to the previous drawing, this drawing may have been executed in 
the region of Ancona. 


FORMERLY IN THE COLLECTION OF BARON HATVANY 
*33 

GERMAN SCHOOL, 16TH CENTURY 

A courtier bowing and holding an orb 


pen and brown ink and watercolour in buff paper, watermark Gothic 'P' with an 
orb (similar to Briquet 8827) 
22.3 x 14.8 cm (9% x 6 in.) 


PROVENANCE: 

with August Artaria, Vienna (L. 33). 

Josef Alois Ruf (1811-1886), Vienna (L. 2182). 

with Tomas Harris, London. 

Victor Koch (active 1919-1949), London; Sotheby's, London, 29 June 1949, lot 
62 (as H. Burgkmair the Elder, £22 to Hatvany) 


£1,500-2,500 US$1,900-3,000 Baron Paul Hatvany (1899-1977), London; Christie's, London, 24 June 1980, lot 
€1,800-2,900 58 (as German School, circa 1590), unsold, and then by descent 
50 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


*34 


GERMAN SCHOOL, CIRCA 1600 
A landscape composed of a male head and buildings 


inscribed and dated ‘J.E.S.H.U./ Nullum periculum sine periculo vincit.// 
Genere ac Virtute Nobilissimo luvens Andreae Pucher/ amico ac commensali 
meo perpetuo colendo hoc/ qualecumaq[ue] amicitia nostrae symbolum/ 

L.M. apposuit Argentorati 3 Nox: [?] octobr./ Ao. Chr. M D XCVII/ Eggerdus 

à Kempen (recto); ' DEUS ADIVTOR MEUS./ Fidite. dextrae/ Vos a lij: 
ADIVTOR tu DEUS esto MEUS.// Genere et Virtute Nobilissimo Dn. Andreae 
Puecher Vratisl. Affinj/ et Commensalj amantissimo, constantis amicitiae 
ergo scripsit ser=/ uatius Reichell Silesius, in Academia Argentoratensi=/ um 
celeberrima. Anno restitutae salutis generis humanj. 1597./ mense Nouembrj, 
die 27. g [?]' (verso) 

pen and brown ink, watercolour, bodycolour, gold paint 

16 x 9.5 cm (6% x 3% in.) 


£4,000-6,000 US$4,900-7,300 


€4,700-7,000 


PROVENANCE: 
Eggert von Kempen, A/bum amicorum, Strasbourg. 
Andreas Pucher. 


This witty ‘Vexierbild’ (picture puzzle with a hidden face) is related to, and 
possibly based on, a woodcut attributed to Hans Meyer dated to around 
1600 (V. Sgarbi, Journey to the End of the Face’, in The Arcimboldo Effect. 
Transformations of the face from the Sixteenth to the Twentieth Century, 
exhib. cat., Venice, Palazzo Grassi, 1987 p. 308, ill. p. 188; Mark McDonald, 
The Paper Museum of Cassiano dal Pozzo. A Catalogue Raisonné. Series C. 
Prints. Part One. Ceremonies, Costumes, Portraits and Genre, |, London and 
Turnhout, 2017, no. 401, ill.). The lettering on the print attributes its design 

to Giuseppe Arcimboldo. The inscription on the drawing, dated 3 October 
1597 in Strasbourg, indicates it is a sheet from an album amicorum owned 
by a young student from Wroctaw, called Andreas Puecher; the inscription is 
signed - and the drawing was probably made - by a friend called Eggerdus a 
Kempen, recorded as Mayor of Danzig in 1620. The inscription on the verso, 
signed by Servatius Reichell, also a student at the university of Strasbourg, 
belongs to the drawing on the page it would have faced in the album 


amicorum. 
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PROPERTY OF A PRIVATE COLLECTOR 


WI 
HANS SPECKAERT (BRUSSELS CIRCA 1540-CIRCA 1577 ROME) 
Hagar and the angel 


inscription ‘Ferdinand Bol’ (on the reverse) 
pen and brown ink, grey wash, pen and black ink framing lines 
25.5 x 33.5 cm (10 x 13.2/4 in.) 


US$7,400-9,800 
€7,000-9,300 


£6,000-8,000 


PROVENANCE: 
Anonymous sale; Christie's, Paris, 1 April 2011, lot 51. 


Robust figures in contorted poses and heavy washes indicating shadow, 
accentuated by groupings of parallel hatching, are the hallmarks of the 
manner of Speckaert. An enigmatic artist about whom little is known, he 
was nevertheless very influential among Northern artists present in Rome 

in the 1570s and 1580s, among them Hans von Aachen, Hendrick de Clerck 
and Joseph Heintz (W.T. Kloek, Hans Speckaert and the many copies after 
his drawings’, in Bollettino d'arte, vol. C, 1999, Supplemento, pp. 149-160; S. 
Alsteens in Raphael to Renoir. Drawings from the Collection of Jean Bonna, 
exhib. cat., New York, The Metropolitan Museum of Art, and Edinburgh, 
National Gallery of Scotland, 2009, p. 90, under no. 42). A small number of 
securely attributed works made as print models allow the attribution of other 
works, including this unpublished sheet, illustrating Genesis 21, verses 15-19. 
It can be compared to a drawing depicting the earlier episodes from the story 
of Hagar, including her expulsion, in the collection of Jean Bonna (Alsteens, 
op. cit., no. 42, ill.). 


52 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


*36 
GERMAN SCHOOL, EARLY 17TH CENTURY 
An allegory of Astronomy (?) 


with inscription ‘astronomie.’ (upper left on the mount) 
black chalk, pen and brown ink, brown wash 
26.7 x 19.5 cm (10% x 8% in.) 


£1,500-2,500 


US$1,900-3,000 
€1,800-2,900 


This drawing is similar in certain ways to the style of drawings by the 
Ausgburg artist Lucas Kilian (1579-1637), a prolific print designer; see, 

for instance, his (signed?) depiction of the Muse Terpsichore in a private 
collection (H. Geissler, Zeichnung in Deutschland. Deutsche Zeichner 1540- 
1640, Stuttgart 1979, Il, no. F 28, ill.). His engraving of Astrology in the print 
series of the Seven Liberal Arts, dated 1606 (Hollstein’s German Engravings, 
Etchings and Woodcuts, XVII, Amsterdam, 1976, p. 148, no. 557), holds the 
same attributes - a compass and a globe - as the seated woman seen here, 
but the present allegory seems to be broader in subject matter. The standing 
figure, accompanied by a turtle, may symbolise touch, while the woman with 
the city crown and key personifies a town. 
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37 
WORKSHOP OF RUBENS (SIEGEN 1577-1640 ANTWERP) 
Neptune calming the waves, after Rubens 


with inscription ‘Dijck’ (lower left); with inscription ‘Vandyke’ (verso) 
black and red chalk heightened with white 
45.5 x 32.3 cm (18 x 12% in.) 


£7,000-10,000 US$8,600-12,000 


€8,200-12,000 


PROVENANCE: 
Prosper Henry Lankrink, (1628-1692), London (L. 2090). 

Probably Pierre Crozat (1665-1740), Paris, and his sale, Paris, 10 April-13 May 
1741, part of lot 824 (as by Rubens, sold to Gabriel Hucquier). 

Probably Jean-Denis Lempereur (1701-1779), Paris; Hôtel Drouot, Paris, 24 
May-28 June 1773, part of lot 303 (as Rubens). 

Probably Wilhelm Valentiner (1880-1958), Detroit (according to Martin, op. 
cit.). 

Private collection, Connecticut, by inheritance from his great-uncle who had 
bought it on the French art market (according to Jaffé, op. cit., p. 59, n. 1). 
Private collection, Germany. 


LITERATURE: 
Probably J.R. Martin, The Decorations for the Pompa introitus Ferdinandi, 
Brussels, 1972, p. 49, no. 6, under no. 3. 

M. Jaffé, ‘Two Rediscovered Antwerp Drawings from Crozat’s Collection’, 
Master Drawings, XXXII, no. 1, Spring 1994, pp. 54, 56, fig. 1 (as by Rubens). 


This large and powerful study, executed in the combination of red and black 


Fig. 1. Peter Paul Rubens and workshop, Neptune ruling the waves, with the Voyage of 
Prince Ferdinand from Barcelona to Genoa. Gemäldegalerie Alte Meister, Staatliche 
Kunstsammlungen Dresden. 


chalk favoured by Rubens in many of his most sophisticated drawings, 

is based on the central figure of the master’s large canvas, now at the 
Gemäldegalerie Alte Meister in Dresden (inv. 964 B), originally produced for 
one of the triumphal arches for the entry of Cardinal-Infante Ferdinand in 
Antwerp in 1635 (fig. 1; see Martin, op. cit., no. 3, fig. 7). While the imposing 
figure of Neptune amongst groups of sea nymphs and hippocampi takes up 
the foreground of the composition, its true subject should be sought in the 
background, where Prince Ferdinand’s ship is seen travelling from Barcelona 
to Genoa. No drawing still accepted as by Rubens for the composition 

is known today, but a spirited oil sketch is at the Harvard Art Museums, 
Cambridge, Massachusetts inv. 1942.174 (Martin, op. cit., no. 3a, figs. 8,9). 
Several other drawings after the composition exist, notably a pen sketch 

of Neptune at the Rijksmuseum (inv. RP-T-1927-67) and a finished chalk 
study of the entire composition at the British Museum (inv. 1893,0731.23), 
both given to Theodoor van Thulden, who executed the print of the arch’s 
decoration in an illustrated account of Ferdinand’s entry, published in 

1642 under the title Pompa introitus Ferdinandi; and a weaker but also 
contemporary copy of the composition in black chalk at the Albertina, Vienna 
(inv. 8234). Neither in quality nor size, they compete with the work presented 
here, which may be identical to sheets in the famed Crozat and Lempereur 
collections (see Provenance), described in the catalogue of the sale of the 
latter as done ‘aux trois crayons’ and at the time considered Rubens’s original 
study for the figure in his painting. 


54 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


*38 

JACOB JORDAENS (ANTWERP 1593-1678) 
An academy of a male nude seated (recto); 

A goat and a head of goat (verso) 


black and red chalk heightened with white, traces of watermark 
27.3 x 19.5 cm (10% x 7% in.) 


£10,000-15,000 US$13,000-18,000 
€12,000-17,000 


PROVENANCE: 
Marquis Charles-Ferdinand-Louis de Valori, Paris (1820-1883), Paris (L. 2500); 
Hotel Drouot, Paris, 25-26 November 1907, lot 136 (80 fcs to Mathey). 

Henry Nanteuil de La Norville (1876-1941), thence by descent. 


This drawing, not recorded in print or reproduced since the catalogue 

of the 1907 sale (see Provenance), is a new addition to three groups of 
important nude studies by Jordaens, all depicting middle-aged or older men 
(for a recent discussion, see N. Van Hout in Jordaens et l'antiquité, exhib. 
cat., Brussels, Musées Royaux des Beaux-Arts de Belgique, and Kassel, 
Museumslandschaft Hessen Kassel, 2012-2013, pp. 54-59, nos. 18-27, ill.). 
The majority can be dated to the 1620s, early in the artist's career, and are 
divided between the collections of the Museum Kunstpalast in Düsseldorf 
and the Hessisches Landesmuseum Darmstadt (R.-A. d'Hulst, Jordaens 
Drawings, Brussels, 1974, |, nos. A8-A20, III, figs. 8-20); an additional sheet 
is at the British Museum (inv. Gg,2.228; see ibid., |, no. A21, Ill, fig. 21). All 
seem to depict the same strong, bearded and curly-haired man. Of the same 
model, but markedly superior than the drawings in Darmstadt, Düsseldorf 
and London, is a sheet in a private collection that was sold at Christie’s, New 
York, 26 January 2011, lot 282. 


Dated to the early 1640s are four studies of an older, bald, and corpulent man 
- the ‘Silenus type’ - of which two are untraced, and the others are in the 
print room of the university library in Leiden (inv. PK-T-AW-249) and in the 
Louvre (inv. RF 674; see D'Hulst, op. cit., |, nos. A148-A151, Ill, figs. 161-163). 
Although more accomplished, the present work seems to belong to a third 
group, drawn from the same model as a study datable to the second half of 
the 1630s at the State Hermitage Museum, Saint Petersburg (inv. OR-14234; 
see D'Hulst, op. cit., |, A123, lll, fig. 135); a third drawing should perhaps be 
related to these two sheets, although in the past it has been dated later 

(Frits Lugt Collection, Paris, inv. 5172; see D'Hulst, op. cit., |, no. A154, III, 

fig. 166). At least some of these drawings, certainly the earlier ones, seem 

to have been made in the context of an informal academy, where artists 
would unite to draw from the life model. None can be considered direct 
studies for paintings by Jordaens, but the best of them, including the drawing 
under discussion, display the powerful realism and bold use of media that 
distinguishes the artist's best works. 


56 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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*39 

FLEMISH SCHOOL, 17TH CENTURY 

Head of a smiling woman wearing a veil 

dated ‘1670’ (?) (lower right) 

black chalk heightened with white, pen and black ink framing lines, on buff 


paper 
36.5 x 26.1 cm (15% x 10% in.) 


£10,000-15,000 US$13,000-18,000 
€12,000-17,000 


PROVENANCE: 
Private collection, the Netherlands. 


This large and striking drawing can be situated in the circle of Rubens, 
despite the fact that it cannot be related to any of his works and the number 
at lower right could suggest it was created after the master's death. At least 
three other drawings by different artists depict the same woman wearing 
similar headdress: two in bodycolour, possibly by the same hand, at the 
British Museum (inv. 1897,0410.13; see A.M. Hind, Drawings by Rubens, Van 
Dyck and Other Artists of the Flemish School of the XVII Century, London, 
1923, p. 32, no. 104, pl XIII, as by Rubens), and formerly in the online sale, 
Sotheby's, London, 12 September 2018, lot 49 (as by a follower of Rubens); 
and a third in black chalk, heightened with white on buff paper in a French 
private collection (Dessins des écoles du Nord dans les collections privées 
françaises, exhib. cat., Paris, Galerie Claude Aubry, 1974, no. 89, ill., as 

by Rubens). The headdress, in addition to the pearls and earrings she is 
wearing in the coloured studies, may indicate that the model was dressed 
as a woman in the service of some court, to be used in a history painting 
such as the black servant in a picture representing Achilles at the court of 
Lycomedes from the workshop of Rubens in the Museo Nacional del Prado 
(inv. P-1661; see G. Martin in Rubens. Mythological Subjects. Achilles to the 
Graces, 2016, |, no. 1, Il, fig. 1); or as a personification of the African continent, 
as in a painting by Jan Boeckhorst from the second half of the 1650s in the 
Liechtenstein collection, Vienna (inv. HB-9; see M. Galen, Johann Boeckhorst. 
Gemalde und Zeichnungen, Hamburg, 2012, no. 40, ill.). 
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40 
WILLEM VAN DE VELDE II (LEIDEN 1633-1707 LONDON) 
Ships in a storm 


signed ‘W.V.V J’ 
black chalk, pen and brown ink 
12.2 x 17.8 cm (5x7 in.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 

Thomas Hudson (1701-1779), London (L. 2432), his mount with inscription 
‘Vandervelde’; Langford, London, 17-18 March 1779, possibly part of lot 16, 46 
or 51. 

Anonymous sale; Christie’s, South Kensington, 16 April 1997, lot 300. 
Anthony Powell (1935-2021), London; thence by descent. 


60 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


FROM THE COLLECTION OF THE LATE ANTHONY POWELL 
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ATTRIBUTED TO GERBRAND VAN DEN EECKHOUT 
(AMSTERDAM 1621-1674) 


Joseph sold by his brothers 


pen and brown ink 
9.4 x 13.4 cm (3% x 5% in.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 

with Gustave Nebehay, Vienna (Die Zeichnung. Aus dem Besitz der 
Kunsthandlung G.N., Vienna, 1927, no. 82 (as C.A. van Renesse). 

Alfred Ritter von Wurzbach-Tannenberg (1845-1915), Vienna. 

with R.W.P. de Vries, Amsterdam (Dessins de maîtres anciens et modernes, 
1929, II, p. 91, ill., as by Rembrandt). 

Anonymous sale; Sotheby's, Amsterdam, 11 November 1997, lot 183 (as 
attributed to Gerbrand van den Eeckout). 

Anthony Powell (1935-2021), London; then by descent. 


LITERATURE: 

O. Benesch, Rembrandt. Werk und Forschung, Vienna, 1935, p. 35. 

O. Benesch, The Drawings of Rembrandt, London, 1973, ll, no. A214, ill. (as 
attributed to Rembrandt). 


Van den Eeckhout, whom Arnold Houbraken already considered to be ‘among 
the best of Rembrandt's pupils’ (De groote schouburgh der Nederlantsche 
konstschilders en schilderessen, ||, Amsterdam, 1719, p. 100), studied with 
the master in the late 1630s, and remained faithful to a Rembrandtesque 
style until the end of his life, only a few years after Rembrandt's own death. 
The present drawing is in certain ways characteristic of the ‘hurried style’ of 
Van den Eeckhout's later works, when he revisited drawings by Rembrandt 
from the 1630s (W. Sumowski, Drawings of the Rembrandt School, IL New 
York, 1980, p. 1384, under no. 637); typical are the emphasis on outlines, 
caught in supple, rather thick pen strokes, and areas of zig-zag hatching. 
Stylistic comparisons include a sheet in the Musées Royaux des Beaux-Arts 
de Belgique in Brussels (inv. 4060/3023), related to a picture in the National 
Gallery, London (inv. NG6535), dated 1661; a sheet in the Statens Museum 
for Kunst, Copenhagen (inv. 6655), related to two paintings, including one 

in the Rijksmuseum, Amsterdam (inv. SK-A-106), dated in or around 1664 
(ibid., nos. 637, 642, ill.; W. Sumowski, Gemälde der Rembrandt-Schuler, ||, 
New York, 1983, nos. 431, 441, 442, ill.); as well as several unrelated drawings 
(Sumowski, op. cit., 1980, nos. 753, 760, 762, 763, 817, ill.). The pathos and 
picturesque grouping of Oriental figures and animals afforded by episodes 
from the story of Joseph, and in particular the moment when he is sold by 
his brothers to the Ishmaelites merchants (Genesis 37:28), attracted Van den 
Eeckhout on several occasions (for instance, see Sumowski, op. cit., 1980, 
nos. 655, 700, ill.). 
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PROPERTY OF A PRIVATE COLLECTOR 


*42 
ABRAHAM MEERTENS (MIDDLEBURG 1747-1823) 
A Toucan (Pteroglossus aracari) on a branch 


numbered ‘11’ (lower right) (recto); with inscription ‘Toucan of Brasilise/ Exter/ 
door AGchouman (on the reverse) 

black chalk, watercolour, brown ink framing lines, watermark ‘D&CBLAUW’ 
30.4 x 19.5 cm (12 x 7% in.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

PROVENANCE: 

‘Dr. P’; Frederik Muller, Amsterdam, 24 January 1887, lot 181 (as by Aert 

Schouman). 


Private collection, France. 
Anonymous sale; Sotheby's, London, 3 July 2013, lot 149 (as by Aert 
Schouman). 


Although this drawing has all the characteristics of the famous watercolours 
of birds by Aert Schouman (1710-1792), the lack of his signature and its 
execution point to another artist, Abraham Meertens who lived in Middelburg 


and may have been a student of Schouman (C. Dumas, Een koninklijk paradijs. 


Aert Schouman en de verbeelding van de natuur, exhib. cat. Dordrecht, 
Dordrechts Museum, 2017, p. 31). The drawing can be compared to signed 
watercolours of a toucan by Schouman, one dated 1748 in the Rijksmuseum 


1700-1800, Amsterdam, 2006, no. 52, ill.), and another dated 1767, formerly 

in the Unicorno Collection, sold at Sotheby's, Amsterdam, 19 May 2004, 

ot 211 (C. Dumas and R.-J. te Rijdt, Kleur en raffinement. Tekeningen uit de 
Unicorno collectie, exhib. cat., Amsterdam, Museum Het Rembrandthuis, and 
Dordrecht, Dordrechts Museum, 1994-1995, p. 27, fig. 29). On the verso of the 
atter drawing, Schouman noted that it is drawn from an animal owned by the 
painter P.M. Brasser (acive circa 1749-1778), who, like Meertens, was active in 
iddelburg. 


We are grateful to Charles Dumas for his help in the cataloguing of this work, 
and for confirming its attribution to Meertens. 
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inv. RP-T-FM-138; see R.-J.A. te Rijdt in Netherlandish Art in the Rijksmuseum, 


*43 
JACOBUS BUYS (AMSTERDAM 1724-1801) 


Three women talking at night in a Dutch city, one holding a candle 


signed and dated ‘JBuys. f 1755.’ (lower left) 
pastel on vellum mounted on a stretcher 
50 x 37 cm (19% x 14% in.) 


£8,000-12,000 


US$9,800-15,000 
€9,300-14,000 


A student of both Cornelis Pronk and Cornelis Troost, Buys was a prolific 
and versatile artist, active as a painter, book illustrator and printmaker. 
This work, one of the few pastels known by the artist, was made during the 
years he spent in the small town of Mijdrecht, and probably illustrates, in 
the vein of those by Troost, a scene from a play - possibly one of his own, 
as Buys was also a playwright. The scene is similar to, and may be identical 
with one depicted by Buys in a work dated 1772, recorded in the sale of 

the Neyman collection (Amsterdam, 8 July 1776, lot 150). After moving 
back to Amsterdam in 1760 he became a teacher, then director of the 
Stadstekenacademie, where the collector Cornelis Ploos van Amstel was one 
of his pupils. 
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HERMAN HENSTENBURGH (HOORN 
1667-1726) 

A basket with flowers in a stone niche, with 
a monkey and a butterfly; and A basket with 
flowers in a stone niche, with a barking dog 
anda bird 

signed 'H : Henstenburgh’ (lower right) (i); signed 
‘H : Henstenburgh’ (lower left) (ii) 

graphite, watercolour and bodycolour on vellum, 
black framing lines (i); graphite, watercolour and 
bodycolour on vellum, black framing lines (ii) 

38.3 x 29 cm (15 x 11% in.) (i); 

38.3 x 29.1 (15 x 11% in.) (ii) (2) 


£7,000-10,000 US$8,500-12,000 
€8,200-12,000 


PROVENANCE: 
with Georges Mayer, Paris. 
Private collection, Connecticut. 


Although also active as a baker (as were his 
teacher, Johannes Bronckhorst, and his son, 
Antony Henstenburgh), Herman Henstenburgh 
was a prolific artist, specializing in depictions 

of insects and colourful still-lifes such as those 
presented here, usually executed with bodycolour 
on vellum, and often signed, either in full, as here, 
or with his monogram. The composition with 

the monkey was also used by Henstenburgh in 
the likewise signed work of similar size, though 
with substantial differences in the flowers, sold 
at Sotheby's, Amsterdam, 2 November 2004, lot 
176. The motif of the dog barking at a bird resting 
above a basket of flowers appears in reverse in 

a gouache, also signed and dated 1698, at the 
Westfries Museum, Hoorn (inv. 50400; A.M. 
Zaal, Herman Henstenburgh (1667-1726). Hoorns 
schilder en pasteibakker, exhib. cat., Hoorn, 
Westfries Museum, 1991, unpaginated, cover ill.). 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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FRENCH SCHOOL, 17TH CENTURY 
The Birth of Adonis 


black chalk, pen and brown ink, brown wash, heightened with white, squared 
for transfer in chalk and indented, brown ink framing lines 
24.7 x 30.5 cm (10% x 12 in.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 
The Birth of Adonis is a much less common subject than the young God's 
death. In his early years, Nicolas Poussin (1594-1665) illustrated the 
subject for the poet Giovanni Battista Marino (Royal Collection, Windsor 
Castle, inv. RCIN 911933). In this drawing, which follows Ovid's description 
(Metamorphoses, X, 476ff), the focus is on the Naiads receiving the child, 
while another nymph holds a vessel to catch the tears of Myrrha, Adonis's 
mother, already transformed into a tree at the left. 
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CHARLES MELLIN (NANCY CIRCA 1597-1647/1649 ROME) 
The Burial of the Virgin and the Punishment of Jephoniuas 


black chalk, pen and brown ink, brown wash, brown ink framing lines 
18.5 x 23.3.cm (7% x 8 in.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
Michael Bryan (1757-1821), London; and then by descent to the present owner. 


EXHIBITED: 
Nancy, Musée des Beaux-Arts, Charles Mellin. Un Lorrain entre Rome et 
Naples, 2007, no. D66, ill. (catalogue by P. Malgouyres). 


LITERATURE: 

P. Malgouyres, ‘Charles Mellin dessinateur’, in Dessins francais du XVIle et 
XVille siècles. Actes du colloque de l'École du Louvre, Paris, 2003, pp. 134-137, 
ill. fig. 5. 


A very similar drawing (see op. cit., 2007, no. D 67, ill.) by Charles Mellin 


depicts the burial of the Virgin, an episode from the Life of the Virgin 
(Jacobus de Voragine’s Golden Legend). Rarely treated after the Middle-Ages, 
the composition may relate to a particular commission. Active in Naples from 
the mid-1640s, Mellin may have been commissioned to decorate the Royal 
Chapel of Santa Maria degli Angeli alle Croci: the architectural elements 
seem to correspond to the cloister where there is a fresco of the same 
subject painted by Belisario Corenzio (1558-1643) and workshop. 


Mellin’s composition is largely inspired by a fresco of a similar subject by 
Pellegrino da Modena (1463-1523) in the Church of Assunta in Trevigno, 
near Rome (see B. F. Davidson, ‘Pellegrino da Modena’, in The Burlington 
Magazine, 112, 1970, fig. 15). The apostles were transporting the body of the 
Virgin, confronted by a crowd of unbelievers, when one of them, the Jewish 
priest Jephoniuas, reached up to the Virgin's bier to overturn it. An angel 
chased him and chopped off his hands which were turned into stone and 
attached to the bier. 
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*47 

MICHEL DORIGNY (SAINT-QUENTIN 1616-1665 PARIS) 

Study of a seated male nude 

with inscription ‘dorigni’ in pen and brown ink (lower centre); numbers and 
price codes in graphite (verso) 


black chalk, heightened with white, on buff paper 
40 x 26.5 cm (15% x 10% in.) 


£15,000-25,000 US$19,000-31,000 
€18,000-29,000 


Dorigny, son-in-law and pupil of Simon Vouet (1590-1649), was renowned 
for his activity as engraver, while his graphic oeuvre includes just over 150 
drawings according to Damien Tellas (Michel Dorigny 1616-1665, Cahier du 
dessin français, n° 21, Paris, 2019, p. 9). 


This nude belongs to a group of figure studies showing pupilless eyes, with 
enhanced outlines and heavy hatching, largely heightened with white, in the 
manner of Vouet, of which an example is in The Getty Museum, Los Angeles 
(inv. 87.GB.104; G. Goldner & L. Hendrix, European Drawings. Catalogue of 
the Collection, Los Angeles, 1992, II, no. 77, ill.). Sheets by Dorigny similar 

in handling can be found in a private collection (A male figure, half length, 
leaning to the right; D. Tellas, op. cit., no. 7, ill.) and in the Ecole des Beaux- 
Arts, Paris (Christ Saviour of the world; inv. MAS 1279 ; ibid., no. 16, ill.). Tellas 
suggests dating the drawing towards the end of Dorigny’s career, between 
1663-1665, when he joined the Académie Royale and before becoming a 
teacher the following year. 


We are grateful to Damien Tellas for supporting the attribution to Dorigny 
on the basis of a digital photograph. The drawing will be included in his 
forthcoming catalogue raisonné of the artist's works. 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*48 
FRANÇOIS BOUCHER (PARIS 1703-1781) 
A seated female nude 


with number ‘4421.’ (on the mount) 

with inscription ‘Academie de femme. Cest le plus beau dessein de cette 
espece que l'on puisse voir. Il est de/ Mr. Boucher nommé avec beaucoup de 
justice le peintre des graces.’ (on the reverse of the mount) 

black and red chalk heightened with white, on light brown paper 

36.4 x 29.3 cm (14% x 11% in.) 


£250,000-350,000 US$310,000-430,000 
€290,000-410,000 


PROVENANCE: 
John Postle Heseltine (1843-1929), London (L. 1507). 
Anonymous sale; Sotheby's, New York, 13 January 1989, lot 18. 
Anonymous sale; Christie’s, New York, 24 January 2008, lot 82. 


Fig. 1. François Boucher, The Bath of Venus. National Gallery of Art, Washington. 


EXHIBITED: 
London, Grafton Galleries, National Loan Exhibition, 1909-1910, no. 84, ill. 
Paris, Galerie Georges Petit, Catalogue de Dessins de l'école francaise du 
dix-huitième siècle provenant de la collection Heseltine exposés par M. Guiraud, 
ay-June 1913, no. 12, ill. 

ew York, Gimpel and Wildenstein, An Exhibition of Drawings by Old Masters 
at the Galleries of E. Gimpel & Wildenstein, 1914, no. 10. 


LITERATURE: 
J.P. Heseltine], Drawings by Boucher, Fragonard and Watteau, London, 1900, 
no. 9, ill. 
A. Michel, François Boucher, Paris, 1906, Il, no. 2315. 

A. Ananoff, François Boucher, Paris, 1966, no. 464, ill. (incorrectly described as 
on blue paper). 

A. Ananoff and D. Wildenstein, François Boucher, Lausanne and Paris, 1976, Il, 
no. 377/2, ill. 

P. Jean-Richard, L'œuvre gravé de François Boucher dans la collection Edmond 
de Rothschild, Paris, 1978, under no. 1425. 

A. Laing, The Drawings of François Boucher, exhib. cat., New York, The Frick 
Collection, and Fort Worth, Kimbell Art Museum, 2003-2004, , p.23, fig. 3. 


ENGRAVED: 
Jean-Baptiste Michel, Vénus sortant du bain (P. Jean-Richard, op. cit., Paris, 
978, no. 1425). 


A famous composition, this Venus is related to an engraving, in reverse, by 
Jean-Baptiste Michel dated 1783, where the young woman lying on drapery 
in a landscape looks at two doves at her feet (see P. Jean-Richard, op. cit., no. 
425, ill.). 

The model is also featured in the painting The Bath of Venus or Venus 
consoling Love, signed and dated 1751, in the National Gallery of Art, 
Washington (fig. 1; inv. 739 ; A. Ananoff and D. Wildenstein, op. cit., no. 377, 
IL This canvas and its pendant, The Toilet of Venus, now at the Metropolitan 
Museum of Art, New York (A. Laing, François Boucher, exhib. cat., New York, 
The Metropolitan Museum of Art, 1986-1987, no. 60, ill.), were painted for the 
bathroom of Château Bellevue for Madame de Pompadour. 


There are two other drawings of the same composition, one dated 1748 
(Paris, Galerie Didier Aaron, 1975), and another recently sold at Christie's 
(Paris, 16-24 November 2021, lot 570). 


One of the most graceful of all Boucher’s representations of the female 
nude, this was in the superb collection of John Postle Heseltine (1843-1929), 
a London stockbroker, and a printmaker in his spare time, who possessed 
around six hundred drawings including 32 by Rembrandt and 18 by Boucher, 
among which was a study (Christie's, New York, 25 January 2007, lot 73) 

for the famous painting The Blonde Odalisque in the Alte Pinakothek, 
Munich, sometimes identified as King Louis XV’s notorious mistress, Louise 
O'Murphy. 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*A9 
JEAN-BAPTISTE PATER (VALENCIENNES 1695-1736 PARIS) 
A reclining woman 


red chalk 
15.2 x 20.6 cm (6 x 8% in.) 


£20,000-30,000 US$25,000-36,000 


€24,000-35,000 


PROVENANCE: 

Possibly Alfred de Rougemont, Paris; Hôtel Drouot, Paris, 14-20 April 1869 
(according to a note attached to the mount). 

Anonymous sale; Sotheby's, London, 8 July 1998, lot 71. 

with Spink-Leger Galleries, London. 

Anonymous sale; Christie's, New York, 22 January 2004, lot 98. 
Anonymous sale; Christie's, New York, 27 January 2016, lot 57. 


LITERATURE: 

F. Raymond, L'œuvre dessiné de Jean-Baptiste Pater (1695-1736) dans les 
principales collections publiques françaises, unpublished Mémoire de maitrise, 
Lille, Charles-de-Gaulle University, 2002, Il, p. 40, ill. 2. 


Florence Raymond compares this sheet to another study of a woman in 

a similar position, but in reverse and where only the angle of the head is 
different, at the Musée Jacquemart-André, Paris (inv. 1591; F. Raymond, op. 
cit., pl. 23). It is dated to the 1730s when the artist illustrated several fables 
by La Fontaine. 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*50 
JEAN-BAPTISTE PATER (VALENCIENNES 1695-1736 PARIS) 


An elegant seated lady and a standing woman pouring a jug (recto); 
A seated woman (verso) 


with number ‘67’ 
red chalk (recto), red chalk counterproof (verso) 
19.3 x 22.6 cm (7% x 8% in.) 


£15,000-25,000 US$19,000-31,000 


€18,000-29,000 


PROVENANCE: 

Camille Groult, Paris (1832-1908); Hôtel Drouot, 19 December 1941, Paris, lot 
55. 

with Galerie Cailleux, Paris (Le Dessin francais de Watteau a Prud' hon, 1951, no. 
102, ill.) 

Anonymous sale; Hôtel Drouot, Paris, 27 November 1986, lot 19. 

Anonymous sale; Sotheby's, London, 1st July 1991, lot 46. 

with Kate de Rothschild, London, 1988 (Master Drawings, 1550-1850, New 
York, London, 1988, no. 20). 

Anonymous sale; Christie's, New York, 24 January 2008, lot 80. 

Anonymous sale; Christie’s, New York, 24 January 2017, lot 97. 


EXHIBITED: 
New York, The Frick Collection, Watteau and his world. French Drawings from 
1700-1750, 1999, no. 73, ill. (entry by A. Wintermute) 


LITERATURE: 
F. Raymond, L'CEuvre dessiné de Jean-Baptiste Pater (1695-1736) dans les 
principales collections publiques françaises, unpublished Mémoire de maîtrise, 
Lille, Charles-de-Gaulle University, 2002, |, p. 102. 

F. Raymond, La Fortune critique de Jean-Baptiste Pater (1695-1736) et son 
œuvre dessiné, Paris, 2005, fig. 165 (unpublished). 


The lady on the left is possibly a study for one of the central figures in Pater's 
picture Une féte galante, Le repos dans un parc, formerly in the collection 

of the Earl of Pembroke and now in the City Art Museum, Saint Louis. 
Comparable drawings of two female figures by Pater are in the Boijmans 
Van Beuningen Museum, Rotterdam (inv. El 95; P. Rosenberg and L.-A. Prat, 
Antoine Watteau, 1684-1721, Catalogue raisonné des dessins, Milan, 1996, Ill, 
no. R728) and in the Louvre (inv. no. 27546; R. Bacou, Dessins francais du 
XVille siecle de Watteau a Lemoyne, exhib. cat., Paris, Musée du Louvre, 1987, 
no. 146, ill.). 


The numbering on this drawing indicates that it comes from an album 
commonly called ‘Groult’ which originally contained more than 500 sheets 
by Pater and Watteau (see D Rosenberg, ‘L'album Groult, dit aussi album 
Lepeltier’, in Preussen: die Kunst und das Individuum. Beitrage gewidmet 
Helmut Borsch-Supan, Berlin, 2003, pp. 29-39). 
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FORMERLY IN THE COLLECTION OF BARON HATVANY 

KA 

JEAN-BAPTISTE PATER (VALENCIENNES 1695-1736 PARIS) 
A reclining man in elegant clothes seen from behind 

red chalk, heightened with white 

18.2 x 23.8 cm (7x 9% in.) 


£2,000-3,000 US$2,500-3,600 


€2,400-3,500 


PROVENANCE: 
Baron Paul Hatvany (1899-1977), London; thence by descent to the present 
owners. 


Musicians, soldiers or courtiers are common characters in the graphic ceuvre 
of Pater, often depicted at rest under the sun. Pater’s method was one of 
repetition; the same figures are repeated from one composition to another. 
This courtier is close, with slight differences, and in reverse, to the figure 

on the left of the painting The Dance, in the Gemaldegalerie Alte Meister in 
Dresden (inv. Gal.-Nr. 788; F. Ingersoll-Smouse, Pater, Paris, 1928, no. 242, 
fig. 80). 
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PROPERTY OF A PRIVATE COLLECTOR 


°52 
ANTOINE-PIERRE MONGIN (PARIS 1761-1827 VERSAILLES) 
A villa set in a park with figures in the foreground 


signed and dated ‘Mongin/ 1793’ (lower centre) 
pencil, watercolour, bodycolour 
32.5 x 40 cm (1234 x 15% in.) 


£7,000-10,000 US$8,500-12,000 


€8,200-12,000 


PROVENANCE: 
Anonymous sale; Christie's, Paris, 10 April 2013, lot 60. 


Very few oil paintings are known by Mongin by comparison with his views of 
Parisian parks in bodycolour, of which this drawing is a fine example, with its 
typical rich blues tones. A view of Chateau Saint-Cloud shows a similar use of 
a wide flight of stairs both as repoussoir and to create perspective (Christie's, 
Paris, 18 May 2022, lot 58). The artist exhibited at the Salon between 1791 
and 1824, having trained at the Académie Royale des Beaux-Arts. 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*53 
HUBERT ROBERT (PARIS 1733-1808) 
A courtyard near the Campo Vaccino in Rome 


signed and dated ‘Roberti 1759' and inscribed ‘Salpetriera a presso Campo 
vaccino’ 

red chalk 

45.2 x 34.1 cm (18 x 12% in.) 


£80,000-120,000 US$98,000-150,000 
€93,000-140,000 


PROVENANCE: 
Anonymous sale; Sotheby's, London, 4 May 1938, lot 95. 

Arthur Georges Veil-Picard (1854-1944), Paris; thence by descent, 
Trésors de la Collection Veil-Picard, Christie's, Paris, 23 June 2010, lot 73. 


LITERATURE: 
J.-P. Cuzin and P. Rosenberg, Jean-Honoré Fragonard et Hubert Robert à Rome, 
exhib. cat., Rome, Villa Medici, 1990, p. 74, under no. 25 (entry by C. Boulot and 
J.-P. Cuzin). 


Thanks to the autograph inscription on the drawing, this unusual view, dated 
1759, can be identified as the interior courtyard in front of the Salpetriera 

in Rome, a warehouse used to store saltpetre, the black powder used for 
cannons. It is located near the Campo Vaccino. The temple depicted by 
Hubert Robert in the background is inspired by the Temple of Antoninus 
and Faustina. 1759 was the year Robert became a resident in the French 
Academy in Rome, having travelled in Italy in 1754. 


A similar view of the Roman Salpetriera in pen and brown ink, grey wash, 
was sold at Christie's Paris, 10 April 2013, lot 52. Robert also drew in 

red chalk an interior view of this building, without figures, with its large 
cauldrons: the sheet is in the Musée des Beaux-Arts, Valenciennes 

(inv. D.46.2.92 ; J.-P. Cuzin and P. Rosenberg, op. cit., 1990, no. 25, ill.). 
Representations of the Salpetriera are rare. A gouache by Louis Durameau 
(1733-1796), unlike Robert, emphasises the darkness of the smoke-filled site 
with men at work (Musée du Louvre, inv. R.F. 5227; A. Leclair, Louis-Jacques 
Durameau (1733-1796), Paris, 2001, p. 229, no. D.46, ). 


76 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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ABRAHAM-LOUIS-RODOLPHE DUCROS (MOUDON 1748-1810 
LAUSANNE) 


An extensive view of the Colosseum and the Arch of Constantine, 
with figures in the foreground 


black chalk, pen and brown ink, watercolour and bodycolour on three joined 
sheets of paper 
73.3 x 110.5 cm (28% x 40 in.) 


£10,000-15,000 US$13,000-18,000 


€12,000-17,000 


PROVENANCE: 
Arthur H. Renshaw (1841-?), Sussex. 
Anonymous sale; Christie's, London, 28 June 1966, lot 150 (420 gns to Hardy). 


Between 1779 and 1784, Louis Ducros collaborated with the engraver 
Giovanni Volpato (1732-1803) on several artistic projects including the Vedute 
di Roma e dei suoi dintorni series, large-scale etchings embellished with 
watercolour. An identical panoramic view of the Palatine, signed and dated 
1786, was at Sotheby's, London, 9 July 2003, lot 65 and shows Pope Pius VI 
with attendant figures. An etching after the Sotheby’s watercolour is in this 
Vedute series (P. Chessex, Roma romantica, Vedute di Roma e dei suoi dintorni 
di A.LR. Ducros (1748-1810), 1985, Milan, no. 3, ill.). Volpato had obtained 
permission from the Pope to carry out excavations both in Rome and outside 
the city. 


In the present work, Ducros chose to represent antique dealers, who 
initiated the excavations, searching for objects which would enhance private 
collections or the Museo Pio-Clementino founded in 1771. 


78 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


55 


ABRAHAM-LOUIS-RODOLPHE DUCROS (MOUDON 1748-1810 
LAUSANNE) 

An extensive view with a lake outside Rome (possibly Lake Bolsena), 
with figures 

black chalk, pen and brown ink, watercolour, bodycolour, on two joined sheets 
of paper 

73.6 x 130 cm (29 x 40% in.) 


US$13,000-18,000 
€12,000-17,000 


£10,000-15,000 


PROVENANCE: 

Arthur H. Renshaw (1841-?), Sussex. 

Anonymous sale; Christie's, London, 28 June 1966, lot 149 (sold for 480 gns to 
Hardy). 


Ducros' landscapes of the campagna romana combine a topographical 
accuracy with a feeling for nature and a taste for the sublime, as 
demonstrated in this watercolour and the companion lot. 


His large-scale watercolour landscapes date from the years between 1784 
and 1806. They were conceived on a large scale and executed on joined 
sheets pasted onto canvas before being mounted on stretchers for display 
in the artist's studio, always open to visitors. Early in his career Ducros 
used assistants to draw figures following a practice common in Rome in 
the 18th Century (P. Chessex, ‘Historical and biographical notes’, in /mages 
of the Grand Tour. Louis Ducros 1748-1810, exhib. cat., The lveagh Bequest, 
Kenwood, London, 1985, p. 23). 
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*56 
JEAN PILLEMENT (LYON 1728-1808) 
A river landscape with figures and animals, and a delapidated 


building with a tower; and A river landscape with shepherds tending 
their flock and a farm 


signed ‘Pillement’ (lower left corner, fraction) and with number ‘3’ (lower 
centre) (ii) 
black chalk and coloured chalk, double brown ink framing lines (i; ii) 


27.3 x 43.5 cm (10% x 17 in.) (i); 27.1 x 43.4 cm (10% x 17 in.) (ii) (2) 
£2,000-3,000 US$2,500-3,600 

€2,400-3,500 
PROVENANCE: 


Lucienne Marguerite Fribourg (1889-1968), New York, 
Sotheby's, London, 27 March 1969, lot 129. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


FORMERLY IN THE COLLECTION OF BARON HATVANY 


KH 
LOUIS-GABRIEL MOREAU, MOREAU LAINE (PARIS 1740-1806) 
A river landscape with cliffs 


signed and dated ‘1767’ (lower right) 
black chalk, watercolour and bodycolour, brown ink framing lines 
21x 38.3 cm (8% x 15 in.) 


£1,500-2,500 US$1,900-3,000 
€1,800-2,900 


PROVENANCE: 

Baron de Taisne. 

with Richard Owen, Paris, 1935. 

with Arthur Tooth & Sons, London, by 1955 (as Moreau le Jeune); from whom 
acquired by 

Baron Paul Hatvany (1899-1977), London; Christie's, London, 24 June 1980, lot 
46. 
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PROPERTY OF A PRIVATE COLLECTOR 


KI 
LOUIS- GABRIEL MOREAU, MOREAU LAINE (PARIS 1740-1806) 
A river landscape with washerwomen by a mill 


black chalk, watercolour and bodycolour, watermark partial coat of arms ina 
crown 
17.7 x23 cm (7x9 in.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
Anonymous sale; Christie's, Paris, 10 April 2013, lot 63. 


82 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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59 
JEAN-BAPTISTE GREUZE (TOURNUS 1725-1805 PARIS) 
An old man with a bag of money embracing a young woman 


faint traces of graphite, red chalk, black chalk framing lines, watermark 
‘RMBGR'’ 
24.9 x 18.7 cm (9% x 7⁄2 x in.) 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


This is a study for the ‘unlikely couple’ in the painting La femme jalouse or Les 
offres malhonnêtes (J. Martin, C. Masson, Catalogue raisonné de l'œuvre peint 
et dessiné de Jean-Baptiste Greuze, Paris, 1908, no. 293). The elderly man 

is embracing the younger woman and handing over money. Another study 

of the same couple, in black chalk, from the Académie des Beaux-Arts, St. 
Petersburg and one of the large group of Greuze drawings from there sold by 
C. G. Boerner, Leipzig in April 1931, was sold in these Rooms, 16 April 1991, 
lot 228, to Adolph Stein. A composition drawing in pen and brown ink, grey 
wash, showing the couple in reverse was sold at Sotheby's in 1997 (London, 
29 January, lot 76). 
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FORMERLY IN THE COLLECTION OF BARON HATVANY 

*60 

JACQUES-ANDRE PORTAIL (BREST 1695-1759 VERSAILLES) 
A young girl wearing a bonnet, bust-length, reading a letter 


red and black chalk, chalk framing lines, watermark posthorn with strap in a 
shield (fragment) 
16.4 x 19.1 cm (6% x 7% in.) 


PROVENANCE: 
Antonio Cesare [de] Poggi (1744-1836), Paris and London (L. 617) (with his ink 
inscription on the reverse ‘M. O' Brayan/ A.C. De P1771’). 

Baron Paul Hatvany (1899-1977), London; thence by descent to the present 
owners. 


£6,000-8,000 US$7,300-9,700 For other studies ther portraits of young women reading or writing, a 
€7,000-9,300 favourite subject for Portail, see inv. III, 98a; C. Denison, French Master 
Drawings in the Pierpont Morgan Library, New York, 1993, no. 44, ill.; and S. 
Salmon, Jacques-André Portail 1695-1759. Cahier du dessin francais, Paris, 
1996, no. 16 and 22, ill. 
84 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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061 


JOHANN HEINRICH TISCHBEIN THE ELDER 
(HAINA 1722-1789 KASSEL) 


An album containing nine portraits of women 


black and red chalk (i); black and red chalk, blue pastel, fragmentary 
watermark (ii); black and red chalk (iii); black and red chalk (iv); black and 
red chalk (v); black and red chalk, stumping, fragmentary watermark shileld 
surmounted by a crown (vi); black and red chalk, stumping, fragmentary 
watermark D & C Blauw (vii); black and red chalk, red wash, fragmentary 
watermark D & C Blauw (viii); black and red chalk, stumping (ix) 

(i): 12.5 x 9.5 cm (5 x 334 in.), oval 

(ii): 12 x 10.2 cm (434 x 4 in.), oval 

(iii): 18 x 10 cm (5 x 4 in.), oval 

(iv): 13 x11 cm (5 x 4% in.), oval 

(v): 23 x19 cm (9 x 7% in.) 

(vi): 23.4 x 18.8 cm (9% x 734 in.) 

(vii) 23.4 x 18.8 cm (9% x 7% in.) 

(viii): 20 x 16 cm (7% x 6% in.) 

(ix): 19 x 13.5 cm (7% x 5% in.) 


Portrait of a lady in profile to the right (i); Portrait of a lady in profile wearing a blue 
dress (ii); Portrait of a lady in profile wearing a hat (iii); Portrait of a lady in profile 
to the right (iv); Portrait of a young lady writing (v); Portrait of a lady (vi); Portrait 
of an older lady in profile to the right (vii); Portrait of a lady with red ribbons in her 
hair and on her chest (viii); Portrait of a lady wearing a black hat (ix) 


US$5,000-7,400 
€4,700-7,000 


£4,000-6,000 


PROVENANCE: 
Ilse Simson, Dresden (according to an inscription on a separate sheet). 
Possibly Johanna Wohlgenannt Fiorino (1874-1953), Kassel (according to the 
same inscription). 


Johann Heinrich Tischbein the Elder was a talented member of the Tischbein 
family of painters. He specialises in portraiture and after travelling to Italy 
and France he established a new style of portraiture in Germany. These small 
and delicate portrait drawings can be stylistically compared to Tischbein’s 
self-portrait Herzog Anton Ulrich-Museum, Braunschweig (inv. Z 5927; 

H. Vogel, ‘Handzeichnungen Johann Heinrich Tischbeins in Jiitischem 
Familienbesitz’, Jahrbuch Akademie der Wissenschaften und Literatur, 

1963, pp. 285-292, ill.) and to other sheets by the artist (see M. Heinz, E. 
Herzog, Johann Heinrich Tischbein d.A. (1722-1789), exhib. cat., Neue Galerie 
Staatliche und Stadtische Kunstsammlungen Kassel Ausstellung, 1989- 
1990, pp. 175-178). 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*62 


JEAN-LOUIS-ANDRÉ-THÉODORE GERICAULT 
(ROUEN 1791-1824 PARIS) 


A nude man mourning the death of another (recto); and figure studies 
(verso) 


pen and brown ink (recto); graphite on light brown paper (verso) 
18.6 x 23.9 cm (7% x 9% in.) 


£20,000-30,000 US$25,000-36,000 
€24,000-35,000 


PROVENANCE: 

Possibly Alexandre-Marie Colin (1798-1875), Paris. 

Thomas Sidney Cooper (1803-1902), London. 

with Christopher Powney, London (Early drawings, 1968, no. 33). 
with Claude Aubry, Paris. 

Anonymous sale; Sotheby's, New York, 26 January 2011, lot 681. 
Anonymous sale; Christie's, New York, 24 January 2017, lot 110. 


LITERATURE: 
L. Eitner, Géricault’s Raft of the Medusa, London, 1972, p.157, no. 44, ill. (recto). 
G. Bazin, Théodore Géricault. Etude critique, documents et catalogue raisonné, 
Il, L'Œuvre. Période de formation, Paris, 1987, no. 169, ill. (verso); VI, Génie et 
folie. Le Radeau de la Méduse et les monomanes, Paris, 1994, no. 2003, ill. 
(recto). 

The recto is one of numerous studies for the famous painting in the Louvre, 
The Raft of the Medusa, completed in 1819 (inv. 4884). It shows a father 
holding his dead son in the foreground of the raft to the left of the painting 
(for other studies of this duo, see G. Bazin, Théodore Gericault. Etude critique, 
documents et catalogue raisonné, Paris, 1994, VI, nos. 1996-2010). The verso, 
in graphite, shows a female nude. The painter Alexandre-Marie Colin (1798- 
1875) made a tracing of the recto (Private collection; G. Bazin, op. cit., 1994, 
no. 170). 


86 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 87 
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JEAN-LOUIS-ANDRE-THEODORE GERICAULT (ROUEN 1791- 
1824 PARIS) 

Portrait study of a man in profile, half-length 

black chalk 

21.1x 14.4 cm (8% x 5% in.) 


US$8,600-12,000 
€8,200-12,000 


£7,000-10,000 


PROVENANCE: 
Possibly Colonel Louis Bro (1781-1844), Paris, from the album called ‘violet’ 
(with its associated mount). 


This sheet may have been part of the ‘violet’ album which belonged to 
Colonel Louis Bro, Gericault’s friend and neighbour on the rue des Martyrs 
in Paris: the drawing is on the same type of mount as other known sheets 
from the now dismantled album. Both the posture and the technique of this 
portrait are comparable to those of another in the Musée des Beaux-Arts, 
Rouen (inv. 876.7.2, verso; R. Michel, S. Laveissiére, Gericault, exhib. cat., 
Paris, Galeries nationales du Grand Palais, 1991-1992, no. 215, ill.). This 
portrait can be dated to the period when Gericault returned from Italy in 1817 
and before he went to England in 1820. 


We are grateful to Philippe Grunchec for confirming the attribution after 
examining the work in person. 


88 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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FORMERLY IN THE COLLECTION OF BARON HATVANY 


*64 

FERDINAND-VICTOR-EUGENE DELACROIX (SAINT MAURICE 
1798-1863 PARIS) 

Four figure studies of Bedouins and three of head studies; and 
Studies of two seated men 

graphite 

22.5 x 28 cm (8% x 11 in.) (i); 16x 19 cm (6% x 7% in.) (ii) 


US$3,700-4,900 
€3,500-4,600 


£3,000-4,000 


PROVENANCE: 
The artist's studio stamp (L. 838a). 

Baron Paul Hatvany (1899-1977), London; thence by descent to the present 
owners. 


This sheet seems to be date from Delacroix's seminal sojourn in North Africa 
in 1832 (for similar studies in graphite see M. Sérullaz, Inventaire général des 
dessins. Ecole Française. Dessins d'Eugène Delacroix, Paris, 1984, Il, nos. 1516, 
1519, 1537, ill.) 


*65 

FERDINAND-VICTOR-EUGENE DELACROIX (SAINT MAURICE 
1798-1863 PARIS) 

Faust and Mephistopheles galloping on Walpurgis Night 

graphite, black pastel, brush, pen and China ink, on tracing paper 

23.8 x 34.9 cm (9% x 13% in.) 


US$2,500-3,600 
€2,400-3,500 


£2,000-3,000 


PROVENANCE: 
Henry Nanteuil de La Norville (1876-1941), Paris, thence by descent. 


This is a preparatory study for one of 17 lithographs illustrating the French 
translation of Goethe's Faust: a Tragedy, published in Paris in 1828 (L.D. 73). 
The French collector Etienne Moreau Nélaton (1859-1927) owned another 
drawing for the same composition, in graphite, with a focus on the characters 
(Musée du Louvre, inv. RF 10006; L. Delteil, op. cit., 1997, p. 189). Another 
version in brown ink, with vigorous brush strokes, and in the same direction 
as the lithograph is in the Museum Boijmans Van Beuningen, Rotterdam 

(inv. EI 3 (PK); see J. Mack-Andrick, Eugène Delacroix, exhib. cat., Karlsruhe, 
Staatliche Kunsthalle, 2003-2004, no. 47, ill.). 
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*66 
JEAN-FRANCOIS MILLET (GRUCHY 1814-1875 BARBIZON) 
Daphnis and Chloé (Le Printemps) 


charcoal and pastel, charcoal framing lines 
38.7 x 23.2 cm (15% x 9% in.) 


£25,000-35,000 US$31,000-42,000 
€30,000-41,000 


PROVENANCE: 
The artist's studio; Hôtel Drouot, Paris, 10 May 1875, lot 60 (L.1816a; L.1460b). 
Henri Rouart (1833-1912), Paris; Hôtel Drouot, Paris, 16-18 December 1912, lot 
214. 

with Galerie Hector Brame, Paris (Millet, 1938, no. 46). 

Louis Rouart (1875-1964), Paris; Hôtel Drouot, Paris, 14 March 1969, lot 34. 


EXHIBITED: 
Paris, Ecole des Beaux-Arts, J.-F. Millet, 1887, no. 76, ill. 
Geneva, Musée d'Art et d'Histoire, De Watteau a Cézanne, 1951, no. 173, ill. 


Fig. 1. Jean-François Millet, Spring (Daphnis and Chloé), 
National Museum of Western Art, Tokyo. 


In 1864, thanks to the architect Alfred-Louis Feydeau, Millet received a 
commission from a wealthy financier in Colmar, Charles-Xavier Thomas, 

to decorate the dining room of his Parisian mansion on the Boulevard 
Haussmann. The artist represented the Four Seasons through mythological 
subjects. The ceiling illustrated Autumn, while three large lateral panels were 
devoted to Summer, Winter, and lastly Spring - where Daphnis and Chloé are 
seen feeding the birds. 


The present pastel is a preparatory study for Spring, formerly in the Matsuka 
collection and now in the National Museum of Western Art, Tokyo (fig. 1; inv. 
P. 1959-146). Another pastel related to the painted decoration, larger (66 x 
34.2 cm) and more finished than the present drawing (perhaps a ricordo), 
was on the art market in 1937 (J.-F. Millet. A Loan Exhibition in aid of the 
National Library for the Blind, exhib. cat., Wilsdenstein & Co., London, 1969, 
no. 40). 
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PROPERTY FROM A PRINCELY COLLECTION 


67 
CARL HAAG (ERLANGEN 1820-1915 OBERWESEL) 


The artist's studio in Cairo (recto); Architectural sketches of the 
artist's studio in Cairo (verso) 


signed ‘Carl Haag’ (lower right) and inscribed ‘Our Studio in Cairo’ (lower left); 
inscribed and dated ‘My painting room in Cairo/ In the Chritian [sic] quater 
[sic], Sooknaza, No. [...|/ Espekia’ and ‘Carl Haag/ 1859. (verso) 

graphite, watercolor and bodycolor (recto); graphite (verso) 

49.5 x 34cm (19% x 13% in.) 


£3,000-4,000 US$3,700-4,900 


€3,500-4,600 


PROVENANCE: 
The artist's descendants; Sotheby's, London, 29 April 1982, lot 35. 
Anonymous sale; Christie’s, London, 15 March 1996, lot 83. 


EXHIBITED: 
Probably London, Watercolour Society, Winter exhibition, 1863-1864. 


LITERATURE: 
W. Karbach, Carl Haag. Victorian Court Painter and Travelling Adventurer 
Between Orient and Occident, Berlin, 2019, p. 356. 


In 1858 the artist visited Cairo and shared a house and studio with his friend 
and fellow artist Frederick Goodall (1822-1904), whom he had met the year 
before in London. Every morning the two artists rode into the surrounding 
countryside, sketching many facets of Egyptian life. Haag wrote in his letters 
that he had fallen in love with the country. In Cairo the two artists rented a 
house in the old Coptic quarter and gained a reputation for their hospitality 
with visiting artists and eminent travelers. At the winter exhibition of 1863- 
1864 of the Watercolour Society, of which Haag was a member, the artist 
presented various studies of Cairo, among which one was described as 
‘Interior of a Copt House, Cairo. A study from the room which F. Goodall and 
myself enhabited [sic] when at Cairo 1858/59’ (see Karbach, op. cit. p. 188). 
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*68 
ANDREAS JOHANN JACOB HEINRICH MULLER (KASSEL 1811- 
1890 DUSSELDORF) 


The Virgin and Child beneath a baldachin, with Saints Agnes, 
Dorothea and Irene 


signed ‘AMuller. 1850’ (lower center), and with inscription ‘A Müller zu [?] 
Dusseldor[f]’ (lower right) 

graphite, black chalk, yellow bodycolour, gold paint, heightened with white, on 
blue-green paper 

circa 82 x 41 cm (32% x 16% in.) 


£7,000-10,000 US$8,500-12,000 


€8,200-12,000 


This oversize drawing, probably made as an independent work of art 
demonstrating the artist's purity of style and great technical skill, dates 

from the years when Miller, who studied in Munich with Julius Schnorr 

von Carolsfeld and Peter von Cornelius, established himself in Dusseldorf 
after a stay in Rome. A few years later, in 1855, he was appointed professor 
at Dusseldorf's leading art academy, where his brother Carl would soon 

also become a professor, and eventually its director. In these years, he 
worked with Carl and other artists on the decoration of the Neogothic 
Apollinariskirche in Remagen on the Rhine, one of the major achievements of 
the Nazarene movement. 
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*69 


COUNT FEODOR TOLSTOY (1783-1873) 


Still life with a yellow-throated euphonia, butterfly and red and white 
currants 


signed, inscribed and dated 'dessiné par le Comte Théodore Tolstoy 1826.' 
(lower right) 

pencil, watercolour and gouache, heightened with gum arabic, on paper laid 
oncard 

8% x 10% in. (21 x 27.2 cm.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


For a comparable still life by Count Feodor Tolstoy, see Christie's, London, 28 
November 2011, lot 8. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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VARIOUS ARTISTS, LATE 18TH-EARLY 19TH CENTURY 


An album comprising topographical views and character and 
architectural studies, including two works by Karl Kollmann (1788- 
1846), four in the style of Alexander Orlowski and one in the style of 
Orest Kiprensky, and forty-six other works by various artists 


one signed ‘Kollmann’ (lower left) and double-sided; another signed ‘J. Kollman’ 
(lower right); thirteen signed by various artists, eighteen signed with unknown 
artist's monogram 

forty-five pencil, charcoal, gouache, chalk, watercolour and ink works on 

paper (some heightened with white and gum arabic); one oil on paper; four 
lithographs and one etching 

the album: 10% x 16 in. (26.3 x 40.5 cm.) 


£10,000-12,000 US$13,000-15,000 
€12,000-14,000 
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71 


THE REV. THOMAS KERRICH (1747-1828 CAMBRIDGE) 


Portrait of Joseph Brown of Norwich (1720-1800), painter (recto); a 
study of a hand (verso) 

signed, inscribed and dated Josephus Browne/ Pictor Norwicensis/ T. 
Kerrich/ M.C C/ Delin Norwici/ Novis. 12. 1794' (verso) and with inscription 
‘Joseph Brown/ of Norwich/ Landscape-painter/ +/ coal-porter/ Died March 
24% 1800/ Aged 79’ (on the verso of the frame) 

black, brown, red and white chalks on paper 

12% x 10 in. (31.1x 25.4 cm.) 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 


PROVENANCE: 
Anonymous sale; Christie's, London, 21 March 1989, lot 81. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


72 
FRANCIS LE PIPER (71640-1698) 
Studies of two male heads, one bespectacled 


pencil, pen and brown ink, brown wash 
4% x 6% in. (11.1x 16.8 cm.) 


£700-1,000 US$850-1,200 
€820-1,200 

Francis Le Piper was from an important Flemish family settled in Canterbury. 

His father was a successful merchant, and a private income enabled Le 

Piper to pursue his interest in art for his own amusement, almost exclusively 

choosing comic subjects. This drawing is a typical caricature of figures 

he may have met in a tavern. Several drawings by him are in the British 

Museum. 
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73 
JOHN NIXON (LONDON 1755-1818 RYDE, ISLE OF WIGHT) 
The High Street, Glastonbury, Somerset 


inscribed 'A Bath Parson Mother Nash! (lower left) and ‘put the Dog in front’ 
(lower right) 

pencil, pen and grey ink, grey and ochre wash, lightly squared 

12% x 18% in. (30.7 x 46 cm.) 


PROVENANCE: 
with Guy Peppiatt, London, where purchased by the present owner. 


EXHIBITED: 
London, Royal Academy, 1812, no. 546 (as ‘The High St at Glastonbury, with a 
view of the Abbot's inn, the Conduit, etc), 


This late drawing shows the influence of Thomas Rowlandson, under whom 


£2,000-3,000 US$2,500-3,600 Nixon studied, in its incidental detail and depictions of everyday life. The 
€2,400-3,500 George Inn, to the left, is the original pilgrim's inn of Glastonbury, and beyond 
it is the Church of St John's. 
98 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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THOMAS ROWLANDSON (LONDON 1756-1827) 
At the cobblers 


pencil, pen and ink and watercolour 
10% x 13% in. (27.7 x 35.2 cm.) 


£3,000-5,000 


US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
with The Fine Art Society, London, May 1960. 
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*75 
THOMAS ROWLANDSON (LONDON 1756-1827) 
Dressing for a birthday 


signed and dated 'T. Rowlandson 1788.’ (lower right) 
pencil, pen and grey ink and watercolour 
11% x 17 in. (29.8 x 43.3 cm.) 


£12,000-18,000 US$15,000-22,000 


€14,000-21,000 


PROVENANCE: 
Baron Alain de Rothschild (*); Christie's, London, 3 July 2018, lot 103, where 
purchased by the present owner. 


LITERATURE: 
J. Hayes, Rowlandson Watercolours and Drawings, London, 1972, pls. 61 and 62. 


ENGRAVED: 
Etched by the artist and published by S.W. Fores, 3 March 1789. 


In this satirical scene, two women are dressing for a royal birthday party. On 
the left, a bald headed lady admires her reflection in a mirror supported by 
a boy who plays with a dog. A vast wig with a feather plume is being placed 
upon her head. On the right, the other lady is having her hair dressed whilst 
being shown a new dress by an older woman wearing a wide brimmed hat. 
Similar etchings derived from the present work are in the National Gallery of 
Art, Washington, and the Royal Collection Trust, London. 


100 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


*76 
THOMAS ROWLANDSON (LONDON 1756-1827) 
The enraged husband and the extravagant wife 


pencil, pen and grey ink and watercolour 
11% x 14% in. (29.2 x 37.8 cm.) 


£4,000-6,000 US$4,900-7,300 


€4,700-7,000 


PROVENANCE: 

Mrs C.W. Dyson Perrins; Sotheby's, London, 24 February 1960, lot 51 (£200 to 
S. & R. Rosenberg). 

Baron Alain de Rothschild (t); Christie's, London, 3 July 2018, lot 105, where 
purchased by the present owner. 


LITERATURE: 
A.P. Oppé, Thomas Rowlandson, his drawings and watercolours, London, 1923, 
pl. 7. 


A satirical scene of an enraged man reproaching his wife for her spendthrift 
ways. He stands, clutching the bill which reveals her latest extravagant 
purchases, and gesticulates furiously. In comical contrast, his wife is 

seated calmly in her chair, wearing an expression of nonchalance, patently 
unperturbed by her husband's outburst. She is clothed in ostentatious and 
clearly expensive finery. 
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THOMAS ROWLANDSON (LONDON 1756-1827) 
George IV when Prince of Wales 


pencil, pen and grey ink and watercolour 
65 x 4% in. (16.8 x 11.2 cm.) 


£6,000-10,000 US$7,300-12,000 
€7,000-12,000 


PROVENANCE: 

Sir William Augustus Fraser. 

J. Leslie Wright, and by descent to his daughter 
rs Cecil Keith. 

with Agnew's, London. 


EXHIBITED: 

London, Royal Academy, Exhibition of the J. Leslie Wright Collection of Masters 
of British Water-Colour, 6 October - 6 November 1949. 

London, Arts Council, Three centuries of British watercolours and drawings, 
1951, no. 150. 

Worthing, Worthing Museum and Art Gallery, English watercolours and 
drawings from the collection of Mrs Cecil Keith, 1963, no. 23. 

London, Agnew’s, The watercolour collection formed by Mrs Cecil Keith, 1-25 
ay 1984, no. 110. 


LITERATURE: 

B. Falk, Thomas Rowlandson: his life and art, 1949, repr. facing p. 21. 

The Illustrated London News, 15 October 1949, p. 590. 

A. Bury, ‘Old English watercolours and drawings in the collection of Mrs Cecil 
Keith’, OWCS Club, 1967, p. 14, pl. V. 


The present drawing clearly relates to John Raphael Smith's (1752-1812) 
mezzotint of King George IV as Prince of Wales, after Thomas Gainsborough. 
First published on 28 April 1783, it depicts the Prince full-length, in uniform, 
leaning against a horse. However, the present drawing, with its round cheeks 
and fleshy jowls, more closely resembles a 1789 version of the print, from 
which Rowlandson has taken the head and shoulders. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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FORMERLY IN THE COLLECTION OF BARON HATVANY 
*78 

RICHARD COSWAY, R.A. (TIVERTON 1742-1821 LONDON) 
Portrait of Maria Cosway (1760-1838) 


pencil, black and red chalk, red and grey ink and wash 
8% x 5% in. (21.3 x 13.5 cm.) 


£30,000-50,000 US$37,000-61,000 
€35,000-58,000 


PROVENANCE: 
with Agnew's, London. 

J. Pierpont Morgan; Christie's, London, 31 March 1944, lot 89, where 
purchased by the grandfather of the present owner. 


ENGRAVED: 
in soft-ground etching, etching and stipple engraving by Francesco Bartolozzi, 
R.A., 29 January 1785. 


Maria Cosway, the artist's wife, was an artist, musician, singer, and pioneer 
educator, and together they became one of the most celebrated artistic 
couples of their day. Born in Florence, where her father owned an English 
hotel, Maria was precociously talented as both a musician and artist. A pupil 
of Johann Zoffany, she studied the Old Masters and contemporary artists in 
he Uffizi, and in 1778 was elected to the Florentine Accademia del Disegno, 
before returning to London with her mother in 1779. On her arrival in London 
she was introduced to influential figures in the London art world, including 
Richard Cosway, who she married on 18 January 1781. 


The Cosways were both artistically and socially hugely successful in the 
1780s, moving within the circle of the Prince of Wales (later George IV), 

o whom Richard became ‘Primarius Pictor’ in 1785. Maria organised 
ashionable concerts at their home, Schomberg House, Pall Mall, at which 
she sang and played the harp, as well as exhibiting at the Royal Academy 
every year from 1781 to 1789, showing over 30 history paintings and portraits 
in oil. Very little of her work now survives, but some is known from prints. 


Richard made plentiful drawings of Maria, many of which were reproduced 
as engravings, and it is clear that he loved and idealised her. In the present 
drawing, Cosway has posed Maria in a manner which echoes Rubens's 
portraits of his first wife, Isabella Brant, and put her in one of her most 
spectacular hats. The drawing was engraved by Francesco Bartolozzi (1727- 
1815) in 1785, probably shortly after it was made. Rubens was a continual 
influence on Cosway, particularly in images of Maria, and of the two of them 
together; these serve both as a celebration of their love, and as a form of self- 
promotion within the fashionable art world of 1780s London, raising them to 
the stature of the great master. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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JOHN DOWNMAN, A.R.A. (RUABON, WALES 1750-1824 
WREXHAM) 


Portrait of Miss Dehany Hall and Charles Lawrence 
signed with initials and dated 'J.D/ 1781' (centre left) 


pencil, coloured chalks and stump 
8% x 6% in. (22.6 x 17.5 cm.), oval 


£1,000-1,500 US$1,300-1,800 
€1,200-1,700 


PROVENANCE: 

Sir Arthur Lawrence of Fox Hills, the sitter's son. 

Sir Bruce Ingram. 

with Colnaghi, London, 1952. 

Anonymous sale; Christie's, London, 18 October 1966, lot 77 (400 gns to 
Leggatt). 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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ATTRIBUTED TO JOHN HOPPNER, R.A. (LONDON 1758-1810) 
A young girl reclining in a woodland glade, with a spaniel 

black and red chalk 

8¥2 x 10% in. (21.5 x 25.7 cm.), oval 


£1,000-1,500 US$1,300-1,800 
€1,200-1,700 
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PROPERTY OF A GENTLEMAN 
*81 
JOHN RUSSELL, R.A. (GUILDFORD 1745-1806 HULL) 


Portrait of a Richard Brinsley Sheridan (1751-1816), in a blue coat, 
with white frills 


pastel 

23% x 17% in. (59 x 44.5 cm.) 

£7,000-10,000 US$8,500-12,000 
€8,200-12,000 

PROVENANCE: 


Anonymous sale; Christie's, London, 7 April 1922, lot 32. 


LITERATURE: 
N. Jeffares, Dictionary of pastellists, online edition, J.64.2663. 


Richard Brinsley Sheridan was an Irish playwright and politician. He came 

to England in 1759 with his parents, and was sent to Harrow School when 
they moved to France in the early 1760s. He began studies at Middle Temple, 
but geve them up in 1774 to focus on writing plays, with The Rivals, A Trip 

to Scarborough, The School for Scandal, and The Critic some of his most 
successful. He became the major stakeholder in Drury Lane Theatre, and 
was elected as M.P. for Stafford in 1780, supported by the Duchess of 
Devonshire. He bought Polesden Lacey, Surrey in 1796. 


108 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check 


Section D of the Conditions of Sale at the back of this catalogue. 
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82 
JOHN RUSSELL (GUILDFORD 1745-1806 HULL) 
Portraits of Samuel (1745-1806) and Anne Buck (1749-1832) of Ulley 


& Carnaby 

pastel on paper 

29% x 24 in. (74.4 x 61cm.) each (2) 
£4,000-6,000 US$4,900-7,300 


€4,700-7,000 
Samuel Buck of Ulley and Carnaby, was Recorder of Leeds. In 1772 he 
married Anne Ellison, daughter of Richard Ellison of Thorn, Yorkshire. John 
Russell was frequently in Leeds; the costume and technique here suggest 
that these drawings might date to circa 1800. 


We are greatful to Neil Jeffares for his help in preparing this catalogue entry. 
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GEORGE ROMNEY (DALTON-IN-FURNESS, LANCASHIRE 1734- 
1802 KENDAL, CUMBRIA) 

John Howard visiting a Lazaretto; and Study of a head of a bearded 
man, in profile 


the second with inscription ‘Sketch for/ Head of Our Saviour/ - Engraved - 
Hayley's Life’ (upper right) 


both pencil antique source. 
5%x 9% in. (14.3 x 23.2 cm); 4Y2 x 6% in. (11.4 x 16.8 cm.) (2) We are grateful to Alex Kidson for his help in preparing this catalogue entry. 
£2,000-3,000 US$2,500-3,600 
€2,400-3,500 
110 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


PROVENANCE: 

both Anonymous sale; Christie's, London, 18 March 1986, lot 78 (part). 
Whilst the second of these drawings has previously been identified as the 
head of Christ engraved in Hayley's Life of Romney, it is quite different from 
that engraving and stylistically appears to be earlier in Romney's career. 

It was perhaps intended to be a head of King Lear, or could come from an 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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DAVID WILKIE, R.A. (FIFE 1785-1841 MALTA) 
Nelson after the battle of the Nile; and John Knox preaching 


pen and brown ink 


3% x 2% in. (8.3 x 6.7 cm.); 3% x 2% in. (9.9 x 6.4 cm.) (2) 
£1,000-1,500 US$1,300-1,800 
€1,200-1,700 
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RICHARD WESTALL, R.A. (REEPHAM 1765-1836 LONDON) 
Titania awakening 
signed and dated "H. Westall 1794' (lower right) 


pencil and watercolour heightened with white 
12% x 16 in. (32.7 x 40.2 cm.) 


£10,000-15,000 US$13,000-18,000 


€12,000-17,000 


The present watercolour dates from a highly creative and important period of 
Westall's career, when he was sharing a house at 57 Greek St, Soho, with his 
friend Sir Thomas Lawrence (1769-1830). While lodging together, Lawrence 
became an Associate of the Royal Academy in 1791, Westall the following 
year, and both were elected full-members in 1794 - the year Lawrence was 
appointed Painter-in-Ordinary to His Majesty King George Ill. Westall was to 
become Queen Victoria's first Drawing Master, before her ascension to the 
throne. 


Dating from the year of Westall's acceptance to the R.A., this watercolour 

is comparable to The Wallace Collection's Nymph and Cupids (indistinctly 
dated '179[?]', cat. P757), acquired by Francis Seymour-Conway (1777-1842), 
3rd Marquess of Hertford, (who hung it in his bedroom), the mid-1790s saw 
Westall exhibiting and returning to similar subject-matter on a number of 
occasions. 


112 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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GEORGE RICHMOND, R.A. (LONDON 1809-1896) 
Portrait of Henry and Philip Fletcher 

black, white and red chalk on paper laid on canvas 

22% x 22% in. (56.7 x 56.5 cm.), circular 


£3,000-5,000 US$3,700-6,100 


€3,500-5,800 


PROVENANCE: 
R. Lister, George Richmond, London, 1981, p.158, no. 46. 


This is a portrait of Henry Charles Fletcher and his brother Philip, the sons of 
Major General Fletcher of the Scots Guards and his wife the Hon. Mrs Ellen 
Shore. Henry was later a Lt Colonel in the Scots Guards. 


This portrait is dated in Richmond's stockbook to February 1840 and was 
sold for £31.10. It is described as Captain Fletcher's Two children.’ Richmond 
drew a number of members of the Fletcher family between 1831 and 1850. 
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CHARLES COLLINS (DUBLIN 1680-1744 LONDON) 
Rose-coloured starling 


signed and dated 'Cha. Collins. Fect. August. 1742' (lower left) 

pencil and watercolour, heightened with bodycolour on paper with partial 
watermark 

21x 14% in. (53.3 x 37.5 cm.) 


Little is known of Charles Collins' early life, but he settled in London where 
he became well known as a painter of birds and mammals. Collins was 
commissioned by Taylor White, a judge and collector of curios and natural 
history, to record his collection of live and stuffed birds and mammals. 
Collins produced 201 signed bird paintings from White's collection, with 
each bird drawn in a conventional composistion with a grassy mound or tree 
stump. His birds, despite being largely drawn from stuffed specimens, have a 


£3,000-5,000 US$3,700-6,100 marked liveliness. 
€3,500-5,800 
114 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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CHARLES COLLINS (DUBLIN 1680-1744 LONDON) 
Ruddy turnstone 


signed and dated 'Cha. Collins. Fect. May 1742’ (lower left) 
pencil and watercolour heightened with bodycolour with watermark "VI 
21% x 15 in. (54 x 38.1 cm.) 


£2,500-3,500 US$3,100-4,200 
€3,000-4,100 
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ANTHONY DEVIS (PRESTON, LANCASHIRE 1729-1817 ALBURY, 
SURREY) 

A view of Windsor Castle and The Long Walk from Snow Hill 

pencil, pen and ink and coloured wash on paper, in the artist's original ink 


border 
6% x 9 Vin. (17.4 x 23.5 cm.), 


£700-1,000 US$850-1,200 
€820-1,200 


PROVENANCE: 
Anonymous sale; Christie's, South Kensington, 1 December 2015, lot 361. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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REV. CHARLES ANNESLEY (1787-1863) 
Entrance to the valley of Chamonix 


inscribed ‘Valley of Chamonix’ (lower left) 
pencil, pen and grey and brown ink, grey and brown wash 
1356 x 19% in. (34.6 x 48.1 cm.) 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 


91 
REV. CHARLES ANNESLEY (1787-1863) 
View of Salerno 


inscribed and dated 'Salernum. Jan’. 16. 1817. (lower centre) 
pencil, pen and ink, grey, mauve and green wash on two joined sheets of paper 
656 x 18% in. (16.8 x 46.4 cm.) 


£800-1,200 US$980-1,500 
€930-1,400 
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JOHN ROBERT COZENS (LONDON 1752- i : WE? > s 
1799) ; ) 3 Ké fe 
In the Tyrol ri 
inscribed 'Near Fluesen[?] in the Tyrol' (verso) ‘ * SS 
pencil and watercolour "e ` 24 e m 6 N R H 
10% x 14% in. (26 x 37.5 cm.) á 
Í ; 4 

£20,000-30,000 US$25,000-36,000 È D e x ‘ 4 

€24,000-35,000 é i i : MN 


This newly identified watercolour by John 

Robert Cozens relates to two sketches, one at 

he Whitworth Gallery, Manchester (D.1975.4.3) 
and the other at the Yale Center for British Art 
B1977.14.4566). The Whitworth drawing is part 
of one of the seven surviving sketchbooks Cozens 
illed on his 1782-3 journey to Italy with William 
Beckford. These sketches formed the basis of 
many of the rich watercolours Cozens produced 
or Beckford both during the journey and on 

his return, as well as watercolours executed for 
other patrons. The Yale sketch is a tracing of the 
Whitworth sheet, part of the Beaumont Album. 
This album contains 215 drawings, and was in the 
family of Sir George Beaumont from around the 
time of Cozens's death until 1967. Whilst some of 
the sheets are original drawings, many are traced 
from other drawings, particularly the Beckford 
sketchbooks. 


The Beckford sketchbooks provide an 
extraordinary record of Cozens’s journey across 
Europe to Italy in 1782-3 with the eccentric and 
spoiled William Beckford, ‘England's wealthiest 
son’ (1760-1844). It was Cozens’ second journey 
across the Alps: the first, in 1776-1779, was in the 
entourage of Richard Payne Knight (1751-1824). 
Beckford was an established patron of Alexander 
Cozens, and his patronage of John Robert, 
Alexander's son, followed naturally from that. He 
had commissioned Italian views from him before 
they set out together in May 1782. He cannot 
make too many,’ Beckford wrote to Alexander, 
‘Having seen Italy | value them more than ever if 
that be possible.’ 


Cozens began drawing in earnest when they 
reached the ‘entrance to the Tyrol’, as he inscribed 
his first sketch, dated 4 June 1782. The sketch 
which the present watercolour relates to is dated 
5 June 1782, and so is one of the earliest of the 
trip. 

The present watercolour is undated, but is a later 
working of the subject, rather than one produced 
for Beckford, and is the only known watercolour 
relating to this sketch. 


We are grateful to Kim Sloan for her help in 
preparing this catalogue entry. 


118 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 119 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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WILLIAM GILPIN (CUMBERLAND 1724-1804 BOLDRE) 
Eight capriccio landscape studies 


all with drystamp "WO (lower left) 
pencil, pen and brown ink, brown, ochre and grey wash 


Gilpin was born in Cumbria, the son of Captain John Bernard Gilpin, who 
was a soldier and an amateur artist. He enjoyed sketching from an early 

age, but unlike his brother Sawrey (1733-1807), he chose not to pursue it 

as a full-time career and opted to join the church, having graduated from 
Queen's College, Oxford in 1748. At Oxford Gilpin developed his ideas on the 


6% x 9% in. (16.5 x 23.7 cm.) each, oval (8) 
picturesque, anonymously publishing A Dialogue upon the Gardens... at Stow 
£3,000-5,000 US$3,700-6,100 in Buckinghamshire (1748). In a unique statement of the time, he illustrated an 
€3,500-5,800 appreciation of wild and rugged mountain scenery, perhaps derived from his 
PROVENANCE: childhood in Cumbria. In 1768 Gilpin published his popular Essay on Prints in 
with William Drummond, London. which he defined the picturesque as ‘that kind of beauty which is agreeable 
in a picture’, and during the following two decades he travelled extensively, 
committing his thoughts and spontaneous sketches to notebooks. 
120 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


94 
THOMAS GIRTIN (LONDON 1775-1802) 
Melrose Abbey, Scotland 


pencil and watercolour 
1134 x 13 in. (29.8 x 33 cm.) 


£5,000-8,000 


US$6,100-9,700 
€5,900-9,300 


PROVENANCE: 

James Moore (1762-99) and by descent to his widow 

ary Moore (née Howett) (d.1835), by whom bequeathed to 

Anne Miller (1802-90), by whom bequeathed to 

Edward Mansel Miller (1829-1912), by whom bequeathed to 

Helen Louisa Miller (1842-1915). 

with Leggatt Brothers, London, 1916. 

with The Fine Art Society, London,1946, where purchased by 

Paul Tod; Christie's, 25 May 1956, lot 54 (52 gns to the Fine Art Society) 
Anonymous sale; Sotheby's, 10 July 1980, lot 121 (as by Edward Dayes). 
Anonymous sale; Christie's, 18 November 1980, lot 22. 

with Martyn Gregory, London. 

F. Alan Cummings, Tallahassee, Florida. 


LITERATURE: 

T. Girtin and D. Loshak, The Art of Thomas Girtin, London, 1954, p.138, no. 37 
as ‘Melrose Abbey, Roxburgh... 1793 ...copied with minor variations froma 
water-colour’ by Edward Dayes’. 


The present drawing was made after a drawing by James Moore (1762-99), 
an amateur artist and antiquarian. Girtin did not visit Melrose Abbey himself 
until 1800 or 1801. Moore was Girtin's earliest patron, and he travelled 
extensivley in Scotland in the late summer of 1792 - his sketch of Melrose is 
dated 22 August. Girtin is documented as having worked for Moore between 
October 1792 and February 1793 for a fee of six shillings a day, producing 
watercolours on paper generally measuring roughly 6% x 8% in.(16.5 x 21.5 
cm.). Girtin produced around seventy watercolours after Moore's sketches, 
thirty of them based on the Scottish trip. This view is significantly larger, 
however, and it dates from a few years later, when Girtin was employed by 
Moore to produce a series of more substantial views of medieval cathedrals, 
including Peterborough, Lichfield, and Ely, which, unlike the earlier 
watercolours, were designed to be framed for display on the wall. In the case 
of Melrose Abbey, Moore initially commissioned Girtin’s master, Edward 
Dayes (1763-1804), to produce a small watercolour from his on the spot 
sketch. Since Dayes’ watercolour is dated 1792, it seems likely that Moore 
first turned to him to work up a group of his Scottish drawings, some of 
which were reproduced in Moore's 1794 publication Twenty-Five Views in the 
Southern Part of Scotland, before paying Girtin to complete the set. A year 

or so later, Moore presumably decided that because Melrose ‘is the most 
beautiful ruin in Scotland’ with ‘more specimens of Gothic ornament than are 
any where else to be met with’, it warranted a more substantial treatment, 
and he commissioned this second version of his sketch from Girtin. 


We are grateful to Greg Smith for his help in preparing this catalogue entry. 
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JOSEPH MALLORD WILLIAM TURNER, R.A. (LONDON 1775-1851) 
AND THOMAS GIRTIN (LONDON 1775-1802) 

Ilam Rock, Dovedale, Derbyshire 

signed ‘Turner’ (lower left) 


pencil and watercolour 
7¥2 x 10% in. (19.2 x 27.4 cm.) 


US$15,000-22,000 
€14,000-21,000 


£12,000-18,000 


This early drawing, probably dating to around 1794, appears to have been 
made in Dr Thomas Monro's academy. Turner and Girtin met at the drawing 
academy of Dr Monro at Adelphi Terrace. There they copied from drawings 
by John Robert Cozens, as well as producing their own compositions. 
Joseph Farington, also associated with the academy, wrote in his Diary of 11 
November 1798: 'Girtin drew the outlines and Turner washed in the effects’. 
There were a number of other young artists who frequented Dr Monro's 
house such as John Sell Cotman, William Henry Hunt and John Laporte. 


We are grateful to lan Warrell for his help in preparing this catalogue entry. 
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FROM A PRIVATE COLLECTION 


96 
JOHN CONSTABLE, R.A. (EAST BERGHOLT 1776-1837 LONDON) 
Higham, West of East Bergholt 


inscribed and dated ‘Higham. 1798-' (verso) 

pencil, pen and brown ink, grey and brown wash on paper watermarked with 
an Irish harp 

7x 11% in. (17.7 x 30.1. cm.) 


£7,000-10,000 US$8,500-12,000 


€8,200-12,000 


PROVENANCE: 
Dr H.A.C. Gregory; Sotheby's, London, 20 July 1949, lot 74. 


EXHIBITED: 
London, The Arts Council, An exhibition of sketches and drawings by John 
Constable from the collection of Dr. H.A.C. Gregory, M.C., 1949, no. 20. 


This early drawing was executed while Constable was still working in his 
fathers mills in East Bergholt. In 1796 he had met J.T. Smith while staying 
with his uncle in London, and forged a friendship which would be crucial to 
his early career. In the autumn of 1798, Smith stayed with the Constable's 
in Suffolk, and his ongoing encouragement was partly responsible for 
Constable's decision to study art professionally the following year. 


The present drawing is typical of Constable's drawings of 1798 in its use of 
pencil and wash. Most of his drawings of this date are of the villages of the 
Dedham Vale, and many share the compositional device of a single building 
or path in the middle of the landscape. 


We are grateful to Anne Lyles for her help in preparing this catalogue entry. 


123 


PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 


°*97 
JOSEPH MALLORD WILLIAM TURNER, R.A. (LONDON 1775-1851) 


The fortress of Ehrenbreitstein from across the Rhine (recto); and A 
Sketch of a mill at Winnigen on the Mosel (verso) 

Indistinctly inscribed ‘Wing[en]' (verso) 

pencil and watercolour (recto); pencil (verso) on wove paper 

5% x 8% in. (15 x 22.5 cm.) 


£100,000-150,000 US$130,000-180,000 
€120,000-170,000 


PROVENANCE: 
Probably John Ruskin. 

Possibly Hilda Finberg. 

The Fine Art Society, London, 1942. 

C.E. Hughes and by descent to 

Anonymous sale; Sotheby's, London, 9 July 2009, lot 154 (as ‘The Fortress 
of Ehrenbreitstein from across the Rhine’), where purchased by the present 
owner. 


LITERATURE: 
A. Wilton, The Life and Work of J.M.W. Turner, 1979, p. 461, no. 1340, as ‘A fort 
on the Moselle or Rhine (?), 21844’. 


Turner explored the Rhine for the first time in 1817, and broke his journey, 
both up and down the river, at Coblenz, taking full advantage of its view 

of Ehrenbreitstein, high on the opposite bank. The massive fortress had 
been constructed by the archbishops of Trier to capitalise on its location 
commanding the junction of the Mosel with the Rhine. However, in 1817 the 
structure was still essentially a ruin, having been destroyed by Napoleon's 
troops in 1801. Turner travelled frequently on the Rhine over the next couple 
of decades, and his sketches and watercolours (as well as the oil painting 
he exhibited in 1835) inevitably record the reconstruction and expansion of 
Ehrenbreitstein by the Prussian regime, then in control of the Rhineland. 


This impressionistic study of Ehrenbreitstein obscures its function by 
bathing the military stronghold in golden evening sunlight, so that the 
fortress is an integral part of the hillside. It has been dated to 1841 by Dr 
Cecilia Powell, but is painted on a smaller sheet of paper than the extensive 
series of watercolour views of the setting that Turner is known to have made 
that year (see C.Powell, Turners Rivers of Europe: The Rhine, Meuse and 
Mosel, 1991, pp.184-7). There are, nevertheless, tonal and stylistic features 
that correspond with the development of the image here. 


The larger Ehrenbreitstein watercolours are generally on sheets of Whatman 
wove paper measuring around 24.5 x 30 cm (9% x 11% in), although at 

least one was painted on paper with a Charles Ansell watermark. The 
historian Peter Bower has proposed that the paper used for this view of 
Ehrenbreitstein is also likely to have been produced by that maker. So it is 


possible that Turner folded and divided some of the standard size sheets 
before setting out from Coblenz to travel up the Mosel. There is indeed a 
batch of perhaps 16 colour studies that were on the Mosel and at Burg Eltz, 
all of which measure roughly 15 x 25 cms - i.e., about half of the large sheets 
(see Wilton 1979, nos. 1315-16, 1330-31,1333-36, 1340-41, 1346, 1454, 1509, 
and three views of Burg Eltz not listed by Wilton). 


Those painted on the first stretch of the river, showing Ehrenbreitstein, or 
between Coblenz and Gondorf, are painted in pure watercolour, using the 
white paper to intensify the translucent colours and effects. By contrast, for 
the remainder, depicting Burg Eltz and Cochem, the paper was prepared 
with a grey wash, against which the brown-blue-green palette is brought into 
sharper focus with the addition of fine outlines that give greater definition 
or contribute to a sense of deeper perspective in the designs. This could 
suggest they reflect two different journeys, and either 1841 or 1842 have 
been proposed for the latter group (see C. Powell, Turner in Germany, 1995, 
pp. 183-4). On the other hand, the two approaches could be attributed to 
Turner's tendency to experiment with a variety of materials in rendering his 
subject, as was the case during his stay in Venice in 1840. 


The early history for the present work has not been documented. But since 
almost all the other sheets charting the lower Mosel and the Rhine junction 
can be linked back to John Ruskin it is likely that it also came from the same 
cache, and may have been among the ‘Rhine’ views included in the art critic's 
sale at Christie's (15 April 1869; see lots 24-32). 


We are grateful to lan Warrell for his help in preparing this catalogue entry. 
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98 

GEORGE CHINNERY (LONDON 1774-1852 MACAO) 
The harbour, Macao; and San Lorenzo, Macau 

the second inscribed 'San Lorenzo/ Macao (upper left) 


pencil 
7 x 10% in. (18 x 25.8 cm.); 6% x 1034 in. (17.5 x 27.4 cm.) (2) 
£3,000-5,000 US$3,700-6,100 


€3,500-5,800 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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GEORGE CHINNERY (LONDON 1774-1852 MACAO) 
A street in Macao 


inscribed with the artist's shorthand (upper right) 
pencil 
7% x 10% in. (18.4 x 25.7 cm.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 
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GEORGE CHINNERY (LONDON 1774-1852 MACAO) 
On the way to Ma Kok Temple, Macao 


inscribed ‘on the way to Ma Kok temple’ (lower right) and further inscribed with 
the artist's shorthand and dated '1831' (upper centre) 

pencil on two joined sheets of paper 

7s x 1434 in. (18.1 x 37.5 cm.) 


US$3,700-6,100 
€3,500-5,800 


£3,000-5,000 


Se 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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DAVID COX, SEN., O.W.S. (LONDON 1783-1859) 
The Salmon Trap 


signed 'David Cox' (lower left) 
black chalk and watercolour with scratching out 
20% x 29% in. (52 x 74.5 cm.) 


£6,000-10,000 US$7,300-12,000 
€7,000-12,000 

PROVENANCE: 

Sir John Pender (1816-1896) by 1872; Christie's, London, 29th May 1897, lot 1 

(190 gns to Agnew). 


with the Graves Gallery, Birmingham. 
James Gresham; Christie's, London, 12th July 1917, lot 10, (60 gns to Bowden). 
Mrs Tristram Harper, Christie's, London, 8th November 1946, lot 58 (14 gns to 
Lonelm[?]). 

and by descent until 2015. 


LITERATURE: 

N. Neil Solly, Memoir of the Life of David Cox, 1873, p. 280-1. 

W. Wallis and A.B. Chamberlain, Catalogue of a Special Collection of Works by 
David Cox, 1890, no. 214, p.39. 

The 1890 exhibition catalogue dates this watercolour to 1850 and locates it 
as near Bettws-y-Coed. 
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PROPERTY OF AGENTLEMAN 


102 
DAVID COX, SEN., O.W.S. (BIRMINGHAM 1783-1859) 
Horseman ona track, near Bolsover Castle, Derbyshire 


pencil and watercolour 
10% x 14% in. (26.4 x 37.2 cm.) 


PROVENANCE: 
with Agnew’'s, London. 
with Guy Peppiatt, London, where purchased by the present owner. 


Bolsover Castle overlooks the Vale of Scarsdale and was built in the early 


17th Century by Sir Charles Cavendish. It was ruined in the mid-18th Century. 


£2,500-3,500 US$3,100-4,200 Cox was a frequent visitor to Bolsover in the mid-1830s, and there are a 
€3,000-4,100 series of watercolours of the castle, it's park, and the approach to it. 
130 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROM A PRIVATE COLLECTION, CORNWALL 


103 

JOHN SELL COTMAN (NORWICH 1782-1842 LONDON) 
Study of a tree 

signed J.S. Cotman’ (lower left) 


pencil 
13% x 11% in. (34.4 x 29.8 cm.) 


£4,000-6,000 US$4,900-7,300 


€4,700-7,000 


PROVENANCE: 
W. Bateson. 

Eric Gill, given by him to 
Joseph Cribb. 

H. Towner. 


The immediacy of this sketch suggests an early date of around 1805-1810, 
and that it was probably done from life. In the 1830s, Cotman made many 
sketches of trees, but these lack the spontaneity of the present sheet, 
particularly in the background. 


We are grateful to Timothy Wilcox for his help in preparing this catalogue 
entry. 
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PROPERTY FROM A PRIVATE COLLECTION, CORNWALL 


104 
JOHN SELL COTMAN (NORWICH 1782-1842 LONDON) 
South doorway, Mundham church, Norfolk 


signed, inscribed and dated ‘South Doorway. Mundham Ch. Norfolk. 1816 J.S. 
Cotman’ (lower edge) 

pencil 

1034 x 8% in. (27.3 x 21.7 cm.) 


ENGRAVED: 
by J.S. Cotman in etching for Specimens of Norman and Gothic Architecture in 
the County of Norfolk, Yarmouth, 1816, p.42. 


We are grateful to Timothy Wilcox for his help in preparing this catalogue 
entry. 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 
132 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROM A PRIVATE COLLECTION, CORNWALL 


105 
JOHN SELL COTMAN (NORWICH 1782-1842 LONDON) 
Kirby Cane church, Suffolk 


signed J.S. Cotman’ (lower right) and inscribed ‘Kirby Cane Church! (upper 
right) 

pencil 

7% x 10% in. (18.4 x 27.3 cm.) 


US$1,900-2,400 
€1,800-2,300 


£1,500-2,000 


PROVENANCE: 
Bulwer collection. 
with Rembrandt Gallery, London. 


EXHIBITED: 
London, Walker Galleries, The Bulwer Collection, 4-24 June 1926, no. 161. 


We are grateful to Timothy Wilcox for his help in preparing this catalogue 
entry. 


133 


134 


106 
SAMUEL ATKINS (FL. 1787-1808) 
Figures embarking from a quay 


pencil, pen and grey ink and watercolour 
5% x 7% in. (13.3 x 19.7cm.) 


£1,000-1,500 US$1,300-1,800 
€1,200-1,700 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY FROM A PRIVATE COLLECTION, CORNWALL 


107 
SAMUEL PROUT, O.W.S. (PLYMOUTH 1783-1852 LONDON) 
Menabilly boathouse, near Fowey, Cornwall 


inscribed 'near Menabilly Cornwall’ (upper right) 
pencil and watercolour 
534 x 10 in. (14.6 x 25.5 cm.) 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 


; Py 
LEOAS Cf FLO LS Pyrite tte Ce 


Prout was born in Plymouth, Devon, the son of a worker from the naval 
dockyard. He joined sketching expeditions led by a master while at Plymouth 
Grammar School and aged 18 he met the publisher John Britton ina 
bookshop who took him on a sketching tour of the West Country. By 1802 he 
was working for Britton in London but by 1805 ill health forced him to return 
to Devon. The present watercolour probably dates from early 1808, shortly 
before his return to London. It is an excellent example of his early style 

when the influence of his fellow Devonian Francis Towne is evident (also see 
Christie's, London, 2 July 2019, lot 210). 


Menabilly, near Fowey, was leased by Daphne Du Maurier from 1943 until 
1969, and served as the inspiration for Manderley in Rebecca. The boathouse, 
central to that story and depicted here, is still extant. 
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JOHN GLOVER, O.W.S. (HOUGHTON-ON-THE-HILL 1767-1849 
LAUNCESTON, AUSTRALIA) 
An extensive river landscape with donkeys 


pencil and watercolour 
22 x 26% in. (55.9 x 67.3 cm.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 
The Earl of Dartmouth. 
Sotheby's, Colonnade, 9 October 1996, lot 184. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


109 
JOHN VARLEY, O.W.S. (LONDON 1778-1842) 
Beddgelert Bridge, with Snowdon beyond 


signed and dated 'J.Varley/ 1838' (lower right) 
pencil and watercolour with scratching out 
13% x 23% in. (34 x 59.4 cm.) 


£5,000-8,000 


PROVENANCE: 
with Richard Proctor-Pearson, Manchester, 1972. 


US$6,100-9,700 
€5,900-9,300 
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110 

HUGH WILLIAM 'GRECIAN' WILLIAMS (?DEVON 1773-1829 
EDINBURGH) 

Lanark, a distant view of the old church, Scotland 

inscribed 'VANITAS, VAN/ ITATUM/ OMNIA. EST/ VANITAS' (ona 
tombstone, lower right) 


pencil and watercolour 
8% x 11% in. (21.6 x 30.2 cm.) 


PROVENANCE: 
Anonymous sale; Christie's, London, 5 March 1974, lot 121 (90 gns to Browne). 
Anonymous sale; Christie's, 7 April 1998, lot 31. 


quotation on the gravestone is from Ecclesiastes, Book I, verse ii, and reads 
‘Vanity of vanities, all is vanity’. Dr Joe Rock has dated this drawing to 1797. 


£1,000-1,500 US$1,300-1,800 
€1,200-1,700 
138 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROMA PRIVATE COLLECTION, CORNWALL 


111 
FRANCIS DANBY, A.R.A. (WEXFORD 1793-1861 EXMOUTH) 
Hotwells in the Avon Gorge 


pencil and watercolour 
9% x 13% in. (24 x 34.7 cm.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 
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PROPERTY FROM A PRIVATE COLLECTION, CORNWALL 


112 
JOHN VARLEY, O.W.S. (LONDON 1778-1842) 
Chingford Church, Essex 


signed and dated J. Varley/ 1821' (lower left) 
pencil and watercolour on oatmeal paper 
10% x 18 in. (27.4 x 45.7 cm.) 


PROVENANCE: 
H.B. Towner. 
G.P. Taylor. 


EXHIBITED: 
Falmouth, Falmouth Arts Centre, 200 Years of British Watercolours 1775-1975, 
13-24 July 1976. 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 
140 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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113 

GEORGE BARRET JUN. (LONDON 1767-1842) 

The Needles from Alum Bay, Isle of Wight, at Sunset 

pencil and watercolour heightened with gum arabic and with scratching out 
8x 13% in. (20.5 x 34.4 cm.) 


£1,500-2,500 US$1,900-3,000 


€1,800-2,900 


This is a view looking west from Alum Bay with the Needles visible in the 
distance. Barret exhibited a number of Isle of Wight views in the early 1820s. 
An earlier version of this view by Barret is in the Yale Center for British Art 
(B1977.14.4917). Barret Junior is best known for his Italianate landscapes in 
the manner of Claude. 
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114 
WILLIAM PEARSON (DURHAM 1772-1849 LONDON) 
View of Snowdon from Moel Hebog, North Wales 


pencil and watercolour on oatmeal paper 
14% x 21% in. (37.5 x 55.3 cm.) 


PROVENANCE: 
with John Manning, London, 1960s. 
with Guy Peppiatt, London, where purchased by the present owner. 


£1,000-1,500 US$1,300-1,800 
€1,200-1,700 
142 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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JOHN GLOVER (HOUGHTON-ON-THE-HILL 1767-1849 
LAUNCESTON, TASMANIA) 

Bayham Abbey, Kent 

signed and inscribed indistinctly '-Glover-/ 158 Abbey near Tonbridge Wells’ 
(verso) 


pencil and watercolour 
11% x 16 in. (28.7 x 41.1 cm.) 


£2,500-3,500 US$3,100-4,200 
€3,000-4,100 


a meng së ban. i d oF Wa A 


PROVENANCE: 
Anonymous sale; Sotheby's, London, 30 January 1991, lot 23. 


Bayham Abbey sits on the river Teise near Lamberhurst in Kent. It was 
founded by a Norman landowner Ralph de Dene in 1200 and was dissolved 
by Cardinal Wolseley in 1525. The estate belonged to the Camden Family in 
the late 18th century and they built Bayham Old Abbey House with grounds 
landscaped by Humphry Repton. The Abbey is now owned by English 
Heritage. 
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116 


ANTHONY VANDYKE COPLEY FIELDING, P.O.W.S. (SOWERBY 
BRIDGE 1787-1855 LONDON) 

A Scottish landscape 

signed and dated ‘Copley Fielding/ 18...1' (lower right) 


pencil and watercolour with scratching out 
10 x 13% in. (25.4 x 34.3 cm.) 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 


PROVENANCE: 
with John Spink, London, where purchased by the present owner. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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JOHN GLOVER, O.W.S. (HOUGHTON ON THE HILL 1767-1849 
LAUNCESTON, AUSTRALIA) 


The Pool of Westminster 


pencil and watercolour 
12 x 17 in. (30.5 x 43.2 cm.) 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
Rev. J. Whately. 


This watercolour is a study for the large oil The Port of Westminster sold at 
Bonham's, Sydney, 21 November 2019, lot 42. 
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WILLIAM TURNER OF OXFORD (BLACK BOURTON 1789-1862 
OXFORD) 


Oxford from Hinksey Hill 


pencil and watercolour heightened with bodycolour on grey paper 
10% x 19% in. (27.4 x 49.6 cm.) 


£10,000-15,000 US$13,000-18,000 
€12,000-17,000 


PROVENANCE: 
The artist (*); Christie's, London, 9 March 1963, lot 98 (as A view of Oxford from 
Hilksey [sic] Hill: storm passing off - evening) (17% gns to Vokins). 

with Agnew's, London. 

with Lowell Libson, London, 2012, where purchased by the present owner. 


EXHIBITED: 
Possibly London, Old Water Colour Society, 1853, no. 144 (Spring study from 
nature, at Ferry Hinksey, near Oxford). 

Possibly Oxford, University Galleries, Loan exhibition of the work of William 
Turner of Oxford (1789-1862), 1895, no. 150 (as Oxford from Hinksey, 1855), lent 
by Miss Faulkner. 


Taken from Hinksey Hill, to the south-west of Oxford, this drawing shows 
the distinctive domes and spires of Oxford, with a bucolic rural Oxfordshire 
scene to the foreground. Many of Turner's best and most instantly 
recognisable scenes are those of the city, whether taken from within, looking 
at colleges and buildings, or, as here, taking a broader view from a distant 
point. 


William Turner of Oxford came of age alongside the flourishing of the Golden 
Age of British Watercolour. Sixteen years old when the Society of Painters in 
Watercolours was founded, he was a pupil of John Varley (1778-1842), one of 
its leading proponents. Throughout the 18th century, watercolour had been 


seen as a medium secondary to oils, primarily used for topographical surveys, 


and later for landscape views. The Society created a market for watercolour 
as a great medium in its own right. While historical or literary subjects had 
been seen as the most serious and morally elevating, there was a widespread 
and growing appreciation of nature as a source of moral values. Burke's ideas 
of the ‘Sublime’ (published in 1757) were significant, as wild landscapes 

and natural phenomena were often the source of sublime emotion. The cult 
of the Picturesque developed out of this late in the century, increasing the 
importance of landscape subjects in art, and the immediacy of watercolour 
and its suitability for use outdoors, working directly from the landscape, 
raised its importance. 


It was in this context that Turner took his early instruction, and his interest 
in both the picturesque and the sublime would stay with him throughout his 
career. He was particularly interested in the overlap of man and landscape, 
often seeking out landscapes changed in some way by man in the wake of 
the industrial revolution and the increase in farming. 
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WILLIAM TURNER OF OXFORD, O.W.S. (BLACKBOURTON 1782- 
1862 OXFORD) 


Wastwater, Cumberland 


signed 'W. Turner/ Oxford’ (lower right) 
pencil and watercolour heightened with gum arabic and with scratching out 
10% x 16% in. (27.7 x 41.3 cm.) 


£6,000-10,000 US$7,300-12,000 
€7,000-12,000 


PROVENANCE: 
with Agnew's, London. 


EXHIBITED: 
London, Old Water Colour Society, 1853, no. 158. 

London, Old Water Colour Society, 1858, no. 114. 

London, Agnew's, 100th Annual Exhibition of Watercolours & Drawings, 15 
January-16 February 1973, no. 146. 


Turner made his first trip to the Lake District in 1814, and went again in 1840. 
The Wordsworth Trust have several sketches from this latter tour dated July 
1840. Whilst the first tour resulted in just three exhibited works, the second 
was much more productive, and Turner showed eighteen Lake District 
subject between 1841 and 1854, including the present watercolour. 


147 


120 


THOMAS MILES RICHARDSON, SEN. (NEWCASTLE-UPON- 
TYNE 1784-1848) 


Conway Castle, North Wales 
signed 'T.M. Richardson./ Sen'/ 1847' (lower right) 
pencil and watercolour heightened with bodycolour and gum arabic, and with 


scratching out 
19 x 31 in. (48.3 x 78.7 cm.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 
with Appleby Brothers, London. 
with Thos Agnew & Sons, London. 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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THOMAS MILES RICHARDSON, JUN., R.W.S. (NEWCASTLE 1813- 
1890) 

The Convent of Madonna del Sasso, Lago Magiore, Italy 

signed and inscribed ‘Convent, of/ "Madonna del Sasso _"/ Lago Maggiore/ 
T.M. Richardson/ 12 Porchester Terrace/ Hyde Park/ London! (on the artist's 
label, on the reverse of the frame) 


pencil, watercolour and bodycolour on paper 
26 x 39 in. (66 x 99 cm.) 


£5,000-8,000 US$6,100-9,700 
€5,900-9,300 


PROVENANCE: 

Dr. C.D. Phillips, by whom given to 
Sir William Houldsworth. 

with Agnew's, London. 


LITERATURE: 

Blackburn, Blackburn Corporation Art Gallery, date unknown. 

Newcastle, Laing Art Gallery, date unknown. 

The son of an eponymous artist, see lot 120, who worked in the tradition 
of Cox, T.M. Richardson started his career in Newcastle, sending works to 
London for exhibition from 1832. He moved to London in 1846 and having 
been an associate of the Old Watercolour Society in 1843, became a full 
member in 1851. He made extensive tours of England, Scotland, and the 
Continent, but Italian subjects remained amongst his favourite. 
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WILLIAM WYLD (LONDON 1806-1889 PARIS) 
Dresden at sunset 


signed 'WWyld' (lower right) 
watercolour and bodycolour with scratching out 
434 x 7% in. (12 x 18.7 cm.) 


PROVENANCE: 
Anonymous sale; Christie's, Wrotham Park, 9 November 1993, lot 117. 


The present watercolour depicts Dresden’s celebrated skyline, silhouetted 
against the sunset. The bridge is the sandstone Augustusbrticke, whilst the 
domed building to the left of centre, is the majestic Lutheran church, the 
Frauenkirche, built between 1726 and 1743. It was largely destroyed during 


£2,000-3,000 KEE the Second World War and remained a ruin for the next 50 years until work 
‘ i started on rebuilding the church in 1994 after the reunification of Germany. 
The tall spire, with open arches in the centre of the watercolour, is the 
Catholic Cathedral and beyond that is Dresden Castle. 
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SAMUEL PROUT, O.W.S. (PLYMOUTH 1783-1852 LONDON) 
Old house in Rouen 


inscribed 'Old House in Rouen’ (lower left ) 
pencil and white chalk on buff paper 
13% x 9% in. (34.3 x 24.5 cm.) 


£2,000-3,000 US$2,500-3,600 
€2,400-3,500 
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THOMAS SHOTTER BOYS, N.W.S. (LONDON 1803-1874) 


View of the Pont des Arts and Ile de la Cité from the Quai du Louvre, 
Paris 


pencil, watercolour and bodycolour 
18.3 x 24.6 cm. (7% x 9% in.) 


£8,000-12,000 US$9,800-15,000 


€9,300-14,000 


PROVENANCE: 
Probably Madame Gilbert Lévy, by 1936, and by descent to the present owner. 


EXHIBITED: 

Paris, Galerie Maurice Gobin, Exposition du 25 Novembre au 20 Décembre 
1936 de Peintures, Aquarelles & Dessins par R. P. Bonington, 25 November-20 
December 1936, no. 48 (as R.P. Bonington, Vue de Paris, au fond la Cité). 
Paris, musée Carnavalet, Paris vu par les Maitres, mars-mai 1961, no. 5. 


LITERATURE: 

Hon. A. Shirley, Bonington, London, 1940, p. 114, Plate 133, (as Quai des Grands 
Augustins, collection Gilbert Levy). 

P. Noon, Richard Parkes Bonington, the Complete Paintings, New Haven and 
London, 2008, p. 260, no. 208 note.1 (where incorrectly identified as ‘former 
collection of Lewis Brown’). 


The present drawing has previously been attributed to Richard Parkes 
Bonington (1802-1828), and demonstrates the closeness of Bonington and 
Boys's working practices in Paris in the 1820s. The composition is close to 
Bonington's unfinished oil The Pont des Arts and Ile de la Cite from the Quai 
du Louvre (Tate Britain, P. Noon, op.cit, p. 208), and is also strongly related 
to an 1830 watercolour by Boys, sold Sotheby's, London, 7 July 2019, lot 412. 
t appears that Boys and Bonington were probably working alongside each 
other, or from each others sketches on this occasion, towards the end of 
Bonington's life. 


Boys had gone to Paris in 1822 or 1823 as an engraver, having held an 
apprenticeship under George Cooke (1781-1834) in London. He arrived as 
Bonington was completing his studies at the Ecole des Beaux Arts, and 
Bonington's influence was crucial in persuading Boys to move his focus from 
engraving to painting. By 1827 they were working closely together, often 
standing side by side to paint the same view. 


We are grateful to Patrick Noon for his help in preparing this catalogue entry. 
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WILLIAM CALLOW, R.W.S. (GREENWICH 1812-1908 GREAT 
MISSENDEN) 


Old houses, Frankfurt 


signed 'W Callow’ (lower centre), and indistinctly inscribed (lower left), 

and further inscribed and numbered ‘Old Houses at Frankfurt/ near the 
Cathedral/ No 2-' (verso) 

pencil, watercolour and bodycolour heightened with gum arabic on oatmeal 
paper 

12x 8 in. (30.7 x 20.2 cm.) 


£3,000-5,000 US$3,700-6,100 


€3,500-5,800 


PROVENANCE: 
Frank H. Fulford. 


EXHIBITED: 
Harrogate, Harrogate Art Gallery, Opening Exhibition, 1930, unnumbered. 
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THOMAS SHOTTER BOYS, N.W.S. (LONDON 1803-1874) 
Nuremberg 


signed and inscribed 'T Boys. Nuremberg’ (lower left) 
pencil and watercolour heightened with bodycolour 
21x 16% in. (53.3 x 42.3 cm.) 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 
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EDWARD LEAR (LONDON 1812-1888 SAN REMO) 


View of the Castello Caetani and the hill-town of Sermoneta, Lazio, 
Italy 


signed and dated Edward Lear. del. 1872./(Feb 3. 1840)’ (lower left) 
pencil, pen and brown ink and watercolour, heightened with touches of 
bodycolour 

6% x 10% in. (16.5 x 25.7 cm.) 


£7,000-10,000 US$8,500-12,000 
€8,200-12,000 


PROVENANCE: 

Anonymous sale; Bonhams, London, 7 June 2005, lot 75. 

Anonymous sale; Christie's, London, 5 June 2007, lot 133, where purchased by 
the present owner. 


This view through the olive groves shows the 13th century castle which 

was built by the Caetani family to cement their hold over the surrounding 
countryside. Dominating the medieval hill-town of Sermoneta, the castle was 
taken from the Caetani in 1500 by Pope Alexander VI, who had it fortified by 
his son Cesare Borgia, and gave it to his daughter Lucrezia. The composition 
of a fortified building seen through trees from afar, with figures in the 
foreground, was also used by Lear for his depiction of the Citadel of Corfu. 


With financial backing from Lord Derby, Lear set out for Italy in the summer 
of 1837. For most of the next ten years Lear wintered in Rome and toured 
other parts of Italy in the summer. 
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THOMAS SHOTTER BOYS, N.W.S. (LONDON 1803-1874) 
Figures on a bridge over a canal, Braunschweig, Germany 


signed and dated 'TS Boys. 1865' (lower left on two bricks) 

pencil and watercolour with gum arabic heightened with touches of 
bodycolour, and with scratching out 

17% x 12% in. (44.2 x 32.1 cm.) 


PROVENANCE: 
with John Spink, London. 

Anonymous sale; Christie's, London, 5 July 2011, lot 176, where purchased by 
the present owner. 


EXHIBITED: 
London, New Watercolour Society, 1865, no. 270, as 'On the Canal, Braunswig 
[sic]'. 


£2,000-3,000 US$2,500-3,700 
€2,400-3,500 Exhibited in 1865, the present watercolour is probably derived from a 
drawing executed on one of Boys sketching tours of the Continent in the 
1830s whilst visiting his brother and sister in Darmstadt, Germany. 
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EDWARD LEAR (LONDON 1812-1888 SAN REMO) 
The Nile at Kasr-Es-Saad, Egypt 


inscribed and numbered '23/ Like the crag that fronts the evening’ (upper left) 
and further inscribed 'Kasres.Saad. (Egypt.)' (upper right) 

pencil, pen and brown ink, brown and grey wash, lightly squared on paper 
watermarked JWHATMAN/ 18[?]2' 

135 x 21% in. (34.6 x 54 cm.) 


£5,000-8,000 US$6,100-9,700 
€5,900-9,300 
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EDWARD LEAR (LONDON 1812-1888 SAN REMO) 

Philae, Egypt 

inscribed and dated 'Philae. Jam 21. Feb’. 4./ 1854.’ and numbered '156' (lower 
right), and extensively inscribed with colour notes throughout 


pencil, pen and brown ink and watercolour 
12% x 19% in. (31.1 x 49.5 cm.) 


£5,000-8,000 US$6,100-9,700 


€5,900-9,300 


PROVENANCE: 
with Agnew's, London, where purchased for the present collection. 


Lear first journeyed to Egypt in January 1849 but was only able to find time to 
visit Cairo and the Pyramids. At the end of 1853, however, he arrived in Cairo 
and immediately accepted an offer to travel up the Nile by boat. On reaching 
Philae the group set up camp and remained on the island for ten days which 
Lear spent sketching and recording the temples and the surrounding area. 
He wrote to his sister Ann, ‘It is impossible to describe the place to you, 

any further than saying it is more like a real fairy island than anything else | 
can compare it to. It is very small, & was formerly all covered with temples, 
of which the ruins of 5 or 6 now only remain. The great T. of Isis, on the 
terrace of which | now am writing, is so extremely wonderful that no words 
can give the least idea of it’. Lear was much taken by the scenery and the 
extraordinary light and colours, and completed at least twenty oil paintings 
of Philae. 
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DAVID ROBERTS (EDINBURGH 1796-1864 LONDON) 
Entrance to the Temple of Isis, Philae 


signed David Roberts. R.A.’ (lower left) 
pencil and watercolour heightened with bodycolour 
13% x 21% in. (34.3 x 54.3 cm.) 


£30,000-50,000 US$37,000-61,000 


€35,000-58,000 


PROVENANCE: 
with Appleby Brothers, London, 1964. 

W.B. Thomson; Christie's 17 May 1966, no. 109. 

Anonymous sale; Phillips, London, 11 July 1977, lot 67. 

with The Fine Art Society, London, 1983. 

with Mathaf Gallery, London, 1983. 

Anonymous sale; Sotheby's, London, 6 June 2007, lot 263, where purchased 
by the present owner. 


EXHIBITED: 
London, Appleby Brothers Ltd, Exhibition of 18th and 19th Century English 
Watercolours, December 1964, no. 20, (as Inner Court of the Temple at Philoe). 
London, Spink & Sons, British Artists in Greece, Egypt and the Middle East, part 
of the 1666-1966 Tercentenary Exhibition: Four Thousand Years of Art, 1966, 

no. 21. 

London, The Fine Art Society, Victorian Painting, 1977, no. 50. 

London, The Fine Art Society, Eastern Encounters Orientalist Painters of the 
Nineteenth Century, 1978, no. 53. 


LITERATURE: 
F. Nightingale, Letters from Egypt A Journey on the Nile 1849-1850, selected 
and introduced by A. Sattin, London 1987, p.115 (in colour). 


Roberts travelled up the Nile as far as Abu Simbel and back to Cairo 
between October and December 1838. He arrived at Aswan on the journey 
upstream on 29th October and visited Philae the following day, describing 
it as ‘a paradise in the midst of desolation’ (MS Eastern Journal, 30 October 
1838, National Library of Scotland, Acc.7723/1). Returning there on 17th 
November, he ‘took a complete survey of this interesting island’ (ibid, 17 
November 1838), and two days later made some large drawings of the 
colonnades and pylons commenting that the ‘brilliant and tasteful colouring 
of the walls and pillars still testify the exquisite taste and finish of the 
whole. Many of the emblematic figures upon this wall are so good that | 
was enabled to copy several of them, and this is the case even with the 
embroidery of the dresses’ (ibid, 19 November 1838). 


Roberts's view shows the massive Second Pylon of the Temple of Isis, 

with its colossal deeply cut figures of Ptolemy XII Neos Dionysos, making 
offerings to Horus; Hathor and other deities are also represented. This forms 
the entrance to the inner sanctum of the temple. On the left is the mammisi 
(birth house). The view does not appear in Roberts's three-volume series of 
lithographs, Egypt & Nubia, 1846-49. 


We are grateful to Briony Llewllyn for her help in preparing this catalogue 
entry. 
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DAVID ROBERTS, R.A. (EDINBURGH 1796-1864 LONDON) 
Fragments of a Colossal statue at the Memnonium, Thebes 

signed ‘David Roberts. R.A.’ (lower left) and inscribed and dated 'Memnonium, 
Thebes Dec. 5th, 1838' (lower left) and further inscribed ‘Dimensions of the 
statue/Between the shoulders [?] 26 feet/Circumference of the Head 54"/ 
Shoulder to the elbow 13"[?]' (lower right) 


pencil and watercolour heightened with bodycolour on blue-grey paper 
12% x 19% in. (32.7 x 48.9cm.) 


£25,000-35,000 US$31,000-42,000 


€30,000-41,000 


PROVENANCE: 
Possibly David Roberts; Christie's, London, 13-20 May, 1865, lot 67 as ‘Thebes: 
Fragments of the Colossus of Rameses’. 

Anon. sale; Sotheby's, London, 15 March 1990, lot 42 (sold to Spink). 

with Spink, London, 1991. 
Anon. sale; Christie's, London, 16 November 2006, lot 128 (£31,200). 

This temple on the west bank of the Nile at Luxor, was visited twice by 
Roberts during his voyage on the Nile in 1838. On the outward journey, on 
the way to Abu Simbel, he had visited all the temples on both sides of the 
Nile at Luxor, and on 21 October hired donkeys to visit the ruins at Gurnah on 
the west bank, noting in his journal: "The head and shoulders of the Memnon 
lying on the ground is enormous one can only wonder how it got there - the 
trouble of dislodging it must have been almost equal to the erection ...’. 


The present drawing was executed on the return journey when he was on the 
west bank of the river at Luxor from 3 to 5 December 1838, he notes in his 
journal 'I have been very industrous today, thanks to a Thunder Storm, a most 


uncommon thing in this part of the world Roberts was on the west bank of 
the river at Luxor from 3 to 5 December 1838, he notes in his Journal 'I have 
been very industrous today, thanks to a Thunder Storm, a most uncommon 
thing in this part of the world - The sun was quite obscured and the peals of 
thunder were very loud accompanied with rain.... Made four large coloured 
sketches two of the Memnonium and two of Medinet Habou.' (Eastern 
Journal, National Library of Scotland) The present drawing was executed 

on the spot, though possibly the colouring finished off at a later date during 
the trip. This drawing was used as the basis for the drawing which was 
eventually lithographed. 


This temple was called the Memnonium or the Tomb of Osymandyas, one of 
the names of Rameses II, the king to whom it was dedicated. It is now more 
commonly known as the Ramesseum and is the temple from which another 
Collosal head was taken to the British Museum, where it inspired Shelley's 
famous sonnet Osymandias. 


Charles Barry executed a sketch in 1819, from a very similar viewpoint to the 
one in Roberts's later drawing. Both these drawings show the features of the 
face having almost worn away. This is in contrast to Roberts’ drawing of the 
same view, executed for the lithograph, in which he shows the features of 
the face more clearly defined and much easier to read. This watercolour was 
sold in these Rooms, 2 April 1996, lot 91. This later drawing was lithographed 
for The Holy Land. Egypt and Nubia, 1849, vol. Il, pl. 47 as ‘Fragments of the 
Great Colossi at the Memnonium, Thebes’. 


We are grateful to Briony Llewellyn for her help in preparing this catalogue 
entry. 
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DAVID ROBERTS, R.A. (EDINBURGH 1796-1864 LONDON) 
The Grand Portico at the Temple at Esneh, Egypt 


inscribed and dated ‘Temple at Esneh 25th/ 1838’ (lower right) 
pencil and watercolour heightened with bodycolour on buff paper 
12% x 18% in. (31.5 x 47.4 cm.) 


£20,000-30,000 US$25,000-36,000 


€24,000-35,000 


PROVENANCE: 
John Gordon of Cluny, and by descent to 

R.A.C. Linzee Gordon of Cluny. 

with Spink, London. 

with Albany Gallery, London. 

Anonymous sale; Sotheby's, London, 23 November 2006, lot 234, where 
purchased by the present owner. 


EXHIBITED: 
Lonodn, Spink, English Watercolour Drawings, 1971, no. 87. 

London, Albany Gallery, Autumn Exhibition of English Watercolour Drawings, 
1971, no. 36. 


ENGRAVED: 
Probably the preliminary drawing for the lithograph in D. Roberts, The Holy 
Land, Syria, Idumea, Arabia, Egypt & Nubia, 1846, IV, pl. 24. 


Roberts visited Esna twice during his journey on the Nile, as part of his 
eleven month tour of Egypt and the Holy Land. On the second occasion in 
November 1838, he wrote in his journal: ‘Whilst making my drawing | was 
nearly killed with kindness by the friendly Copts or Christians of this place... 
They are all well dressed and indeed better so than the other inhabitants 
we meet with here. Several of them appear from the Ink cases they wear in 
their girdles to be scriveners and nearly all wear black or red turbans, but 
principally the former as well as black garments. | introduced a group of 
them in my sketch with which they seemed greatly pleased (MS Eastern 
Journal, 25 November 1838, National Library of Scotland, Acc. 7723/1). This 
may be the sketch to which he refers, rather than the later version made for 
the lithograph. It depicts the Ptolemaic-Roman pronaos (hypostyle hall) of 
the Temple of Khnum, with its impressive much-decorated columns, well 
observed by Roberts. 


We are grateful to Briony Llewellyn for her help in preparing this catalogue 
entry. 
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DAVID ROBERTS, R.A. (EDINBURGH 1796-1864 LONDON) 
Mosque, El Mooristan, Cairo, Egypt 


signed ‘David Roberts R.A.’ (lower right) and inscribed and dated 'Cairo Dec 29th 1838./ 
Mosque El Mooristan' (lower left) 

pencil and watercolour heightened with bodycolour on buff paper 

1834 x 12% in. (47.6 x 31.7 cm.) 


£15,000-20,000 US$19,000-24,000 
€18,000-23,000 


PROVENANCE: 
Probably David Roberts, R.A. (+); Christie's, London, 13 & 15 May 1865, lot 58 as ‘Cairo - 
Street View, & Minaret of the Mooristan, with many figures’ (41 gns to Agnew). 

John Pender (+); Christie's, London, 31 May 1897, lot 229, as ‘Bazaar of the Street leading to 
the Mosque of the Mooristan, Cairo’ (21 gns to W.R. Smith). 

Merton Russell Cotes; Christie's, London, 11 March 1905, lot 12, as ‘Bazaar on the street 
leading to the Mosque of the Mooristan, Cairo’ (to Bowden}. 

Anonymous sale; Christie's, London, 13 February 1909, lot 66. 

W.B. Thomson. 

Anonymous sale; Christie's, London, 17 May 1966, lot 107. 

Anonymous sale; Christie's, London, 15 December 2010, lot 78, where purchased by the 
present owner. 


EXHIBITED: 

Roberts’ Studio, 1865, no. 297. 

Edinburgh, Scottish National Portrait Gallery, Visions of the Ottoman Empire, August - 
November 1994, unnumbered. 


LITERATURE: 
‘Visits to Private Gallaries. The Collection of John Pender, Esq. M.P. Arlington Street’, Art 
Journal, 1872, p. 10. 

Pictures, Drawings and Sculpture forming the Collection of Sir John Pender GCMG, MP, from 
10 Arlington Street, SW & Foot's Cray Place, Kent, 1894, p. 181, no. 209. 


ENGRAVED: 
The present watercolour is probably the preliminary sketch for the watercolour reproduced 
as a lithograph in Egypt and Nubia, 1849, Vol. Ill, pl. 110, and in the later edition, 1856, Vol. VI, 
pl. 236, as ‘Bazaar of the Street leading to the Mosque El-Mooristan, Cairo’. 


The street, thronged with people is the Sharia Mu'izz id-Din Allah, with, on the left, 

the facade of the Quasr Bashtak, a Mamluk palace. At the end is the Bayn al-Qasrayn, 
originally the centre of Fatimid Cairo, dominated by the Syrian-inspired minaret of the 
tomb of Sultan al-Mansur Qalawun, built 1284-85. Also part of the complex is a madrasa 
and a hospital (or maristan), hence the name given to it in the 19th century. 


Roberts returned to Cairo after his trip up the Nile on 21 December and a few days later 
began making drawings, ‘bewildered with the extraordinarily picturesque nature of the 
streets and buildings of this most wonderful of all cities’. This drawing is likely to have 
been one of the two that he made on 29 December ‘of a Street leading to the Mosque 
containing the Lunatic Asylum and another of the same street opposite. They are glorious 
subjects’, he commented in his Journal, ‘but the doing [of] them is enough to try one's 
nerves in these crowded Streets, but upon the whole people behave exceedingly well’. 
Later, the difficulties that he encountered were elaborated, since the letterpress to the 
lithograph relates to an incident of Roberts being struck by a half-sucked orange as he 
was making his drawing. Despite this, with his scene-painter's eye for dramatic impact, 
he has created a striking composition, where the viewer is at street-level, squeezed 
between crumbling houses with overhanging mashrabiyya windows, until the space 
opens out to the sky, punctuated by the vertical point of the soaring minaret. 


Sir John Pender was a cotton merchant and pioneer of sub-marine telegraphy. He 
owned a very large collection of British and Continental genre and landscape paintings, 
including several oil paintings and a dozen watercolours by Roberts. 


We are grateful to Briony Llewellyn and Caroline Williams for their help in preparing this 
catalogue entry. 
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DAVID ROBERTS, R.A. (EDINBURGH 1796-1864 LONDON) 

Part of the hall of columns at Karnak, Thebes, Egypt 

signed ‘David Roberts R.A.’ (lower right) and inscribed ‘Part of the Hall of 
Columns at Karnak, Thebes’ (lower left) and further inscribed ‘To Mrs John 
Birch/ With the artists kind & best wishes/ May 301855’ (lower right, on the 
original mount) 


pencil and watercolour heightened with bodycolour on buff paper 
13% x 9% in. (35.3 x 25.1cm.) 


£10,000-15,000 US$13,000-18,000 
€12,000-17,000 


PROVENANCE: 
A gift from the artist to Mrs John Birch, 30 May 1855 and by descent. 
Anonymous sale; Christie's, London, 18 October 1966, lot 45. 
Anonymous sale; Christie's, London, 15 December 2010, lot 77, where 
purchased by the present owner. 


EXHIBITED: 
London, Guildhall, Corporation of London Art Gallery, Catalogue of the Loan 
Collection of Water Colour Drawings, 1896, no. 9, lent by J.W. Birch. 


ENGRAVED: 
D. Roberts, Egypt and Nubia, 1849, Vol. II, pl. 56. 

D. Roberts, Egypt and Nubia, 1856, Vol. V, pl. 181, as ‘Part of the Hall of Columns 
at Karnack, seen from without’. 


When Roberts arrived in Cairo in late September 1838, he lost no time 

in obtaining a boat for his journey up the Nile, and set off on 6 October. 

He arrived at Luxor and Karnak a couple of weeks later and wrote 
enthusiastically in his Journal on 23 October: 'If Luxor struck me with its 
magnitude, what shall | say of Carnac [sic]? Its grandeur cannot be imagined. 
Were | to write what | think it would be mere rhapsody. It is so far beyond 
every thing | have ever seen that | can draw no comparison. Like all the other 
temples on approaching it you are disappointed...it is only upon coming 
nearer that you are overwhelmed as it were with astonishment; you must 

be under them and look up and walk around them - and for this reason | am 
fearful painting will scarcely convey any notion of what | mean’ (D. Roberts, 
Eastern Journal, 23 October 1838). Nevertheless, when he revisited the site 
at the end of November on the return journey to Cairo, he made numerous 
drawings, one, no doubt, the preliminary sketch for the present final 
watercolour, executed in England for the lithograph. 


This view of the famous Hypostyle Hall in the Temple of Amun at Karnak was 
depicted many times by early travelling artists, who all expressed a sense of 
awe at the number and size of the columns. The present watercolour shows 
some of the 122 closed or bundle capitals and looks north through the Hall 
towards the collapsed columns near the north gate. 


We are grateful to Briony Llewellyn and Caroline Williams for their help in 
preparing this catalogue entry. 


In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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*136 
WORKSHOP OF ANDREA MANTEGNA (1431-1503) 
The Descent into Limbo 


engraving, circa 1475-1480, on laid paper, without watermark, a fine, strong 
impression of this extremely rare, large and important print, richly inked and 
with strong contrasts, printing with fine wiping marks and smudges of ink in 
places, printed in France circa 1540-45, the sheet trimmed into the subject on 
all sides, with some skilfull repairs in places 


Sheet 415 x 322 mm. 

£40,000-60,000 US$49,000-73,000 
€47,000-70,000 

PROVENANCE: 


With Colnaghi & Co., London (their stocknumber C. 7533 in pencil verso). 
With David Tunick, New York. 
Acquired from the above in 1989. 


EXHIBITED: 
Royal Castle, Warsaw, Opus Sacrum, 1990, no. 11. 

The Royal Academy of Arts, London, Andrea Mantegna, 1992, no. 67a. 
Royal Castle, Warsaw, The Masters of Drawing. Drawings from the Barbara 
Piasecka Johnson Collection, 2010 - 2011, p. 110. 


LITERATURE: 
A.M. Hind, Early Italian Engravings, Bernard Quaritch Ltd., London, 1948, no. 9 
(another impression illustrated). 

J. A. Levenson, K. Oberhuber & J. L. Sheenan, Early Italian Engravings, 

The National Gallery of Art, Washington, 1973, n. 80 (another impression 
illustrated). 

D. Landau, S. Boorsch, J. Martineau (ed.), Andrea Mantegna, The Royal 
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Based on a drawing attributed to Andrea Mantegna in the collection of 

the Bibiothéque de l'Ecole Nationale Supérieure des Beaux-Arts, Paris 

(see Martineau no. 66), The Descent into Limbo belongs, together with The 
Flagellation with a Pavement (B. 1), The Deposition (B. 4) and The Entombment 
with Four Birds (B. 2) to a group of engravings by or from the workshop of 
Mantegna relating to the Passion and Resurrection of Christ. 


The episode of the Descent into Limbo (or the Harrowing of Hell) is not 
narrated but only briefly alluded in some verses of the New Testament. ‘But 
now is Christ risen from the dead, and become the first fruits of them that 
slept. For since by man came death, by man came also the resurrection of 
the dead. For as in Adam all die, even so in Christ shall all be made alive’ (1 
Corinthians 15). 


It appeared more clearly in the apocryphal gospel of Nicodemus, dating 
around the 4th or 5th century AD. By the 15th century it was an established 
part of the Christian belief. The subject was common in the Byzantine 
Church, as an equivalent of the Resurrection (in Greek Anastasis), an image 
of His victory over Sin and Death. In the western church, the theme first 
gained favour in works of popular devotion and eventually found its way more 
established ecclesiastical art, such as the fresco cycles of Giotto and Duccio 
di Buoninsegna. Two representations that must have caught the interest 

of Mantegna are a small panel attributed to Jacopo Bellini (Museo Civico, 
Padua), associated with the predella of the altearpiece of the Gattamelata 
Chapel (now dismantled, formerly in the Basilica di Sant' Antonio in Padua) 
and a part of a bronze pulpit made by Donatello in San Lorenzo, Florence, 
which he would have seen on his visit in 1466, the year of the sculptor's 
death. 


Mantegna was manifestly fascinated by the subject and he represented 

it in different media and on various occasions. He centred the present 
composition on the figure of Christ standing on the shattered gates of 

Hell, holding the staff and banner of the Resurrection. Mantegna’s radical 
innovation of depicting Christ from behind, directly in front of the abyss and 
not from the side as in Byzantine and Italian antecedents, has the dramatic 
effect of involving the viewer in Christ's act of salvation, as he reaches down 
to liberate the souls of the dead. 


This act of reversing the Fall is traditionally reflected in the order in which 
Christ frees the souls: first Adam and Eve, then the Patriarchs and the 
Prophets; a prayerful throng emerging from the depths of Hell. Mantegna’s 
representation, however, is more nuanced and emotionally complex than 
earlier iterations. The moment of his triumphant arrival in Limbo has passed. 
Adam and Eve, along with an unidentified figure, have already been freed 
and stand dejectedly to the right of Christ, while the Saviour continues 

his redemptive work, reaching down to two outlined figures. Beset by the 
routed devils and the clamour of their sounding horns, Mantegna’s newly 
liberated captives seem traumatised and penitential, rather than joyful and 
relieved. Only the figure of a young man bearing a cross at left, identified 
as the thief to whom Christ said ‘Today shalt thou be with me in paradise’, 
stands untroubled by the devilish antics. The desolate landscape and 

the formidable gateway to the abyss draw upon descriptions of Hades in 
classical mythology, evoking heroic tales of long and perilous journeys into 
the land of the dead. 


While Mantegna’s invention of this extraordinary composition is undisputed, 
the attribution of the engraving has long been controversial and remains 
uncertain. David Landau noted that the engraving and drawing correspond 
so closely in scale and detail that the image must have been transferred 

to the plate via a tracing or some other mechanical means. Unusually, 
however, the engraver of The Descent into Limbo departed from the original 
composition in places: by extending the height of the rock façade and 
elaborating its cracked surface; by completing the figure of Eve to the right 
of Christ; by altering the features of the central demon and by re-positioning 
his left arm to accommodate the curved shape of his instrument. Although it 
has traditionally been ascribed to Mantegna’s workshop or school, Landau in 
1992 proposed that The Descent into Limbo be added to the corpus of seven 
plates generally attributed to Mantegna himself, arguing that this degree 


of variation from the drawing was not indicative of a copyist. This view was 
contested by Suzanne Boorsch, who not only rejected the re-attribution but 
challenged Mantegna’s authorship of any engravings, suggesting instead 
that the entire engraved oeuvre was the work of an unidentified professional 
engraver. The discovery, in 2000, of a contract from 1475 between the 

artist and the goldsmith Gian Marco Cavalli (circa 1454-after 1508) in the 
state archives of Mantua confirmed Mantegna’s collaboration with at least 
one engraver. This remarkable document did not, however, specify any 

prints made by Cavalli - nor did it rule out that Mantegna had made some 
engravings himself. Following this documentary evidence, Shelley Fletcher 

in 2001 published the results of her microscopic examination of the seven 
plates traditionally attributed to Mantegna and the four questionable plates 
(see Print Quarterly, XXIII, no. 4, 2001). The comparison revealed subtle but 
distinct differences in the engraving technique between the two groups: she 
identified a single hand on the plates of the core group, which she considered 
to be Mantegna’s, and two separate hands on the four additional plates 
including The Descent into Limbo - presumably Cavalli and another, unknown 
engraver. 


Whoever the engraver may have been, it is clear that the engravings were 
executed in the immediate surroundings of the artist and that he retained 
ultimate control over the plates. In 1996, Rodolfo Signorini published the 
estate inventory of Mantegna’s son Ludovico of 1510, which listed several 

of his father’s engraved plates, including plates of the core group as well as 
others, amongst them The Descent into Limbo and The Flagellation with a 
Pavement - the two prints being engraved on the two sides of the same plate. 


The further history of the plates is equally intriguing: paper evidence has 
shown that the majority of impressions - only of those present in Ludovico’s 
estate - are not on Italian, but on French paper, leading Landau and Boorsch 
o conclude that the plates must have found their way from Mantua to 
France, and were reprinted there around 1540-45. Only a few impressions 
of The Descent into Limbo on early Italian paper are recorded, for instance 
at The Cleveland Museum of Art (inv. no. 1924.216), and The Museum of 
Fine Arts, Boston (inv. no. 25.1114). The extreme scarcity of surviving 15th 
century impressions seems to preclude any sizeable lifetime edition and 

he crispness of the lines and details of the present sheet may be a further 
indication in support of this thesis. 


Hind recorded a total of 45 impressions, only nine of which were in private 
hands at the time of publication in 1948. At least four of these have since 
entered public collections. 


The present impression thus offers an opportunity to acquire one of the great 
engravings of the Italian Renaissance, as Suzanne Boorsch concluded: "What 
cannot be doubted is that these prints, translating as they do Mantegna’s 
incisive drawing style into the intractable medium of the copper plate, are the 
climax of 15th century Italian printmaking and fully merit the admiration they 
have elicited over the centuries’. (S. Boorsch, ‘Mantegna and his Printmakers’, 
Andrea Mantegna, 1992, p. 64). 


This fine impression was acquired by Barbara Piasecka Johnson in 1989 to 
complement the famous painting of the same subject, formerly from the 
collection of Sir Stephen Courtauld, which she had purchased only two years 
earlier. Both the painting and the engraving were included in the Mantegna 
exhibition at the Royal Academy, London, in 1992. 


SQLS ane a 


We would like to thank Catherine Jenkins, London, for her help in cataloguing 
this lot and for confirming the origin and date of the paper. 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*137 
MARTIN SCHONGAUER (CIRCA 1445-1491) 
Christ carrying the Cross, from: The Passion 


engraving, circa 1470-1482, on laid paper, without watermark, a very fine, 
strong and early impression, printing with much depth and dark shadows, 
fractionally trimmed inside the subject on all sides, a paper loss at the lower 
left corner very skilfully made up, and other repairs 

Sheet 159 x 115 mm. 


£10,000-15,000 US$13,000-18,000 


€12,000-17,000 


PROVENANCE: 
Dr Michael Berolzheimer (1866-1942), Firth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 16; Lehrs, Hollstein 26 


170 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


138 
MARTIN SCHONGAUER (CIRCA 1445-1491) 
The Death of the Virgin 


engraving, circa 1470-74, on laid paper, without watermark, a very good 
impression of the third, final state, still printing with strong constrasts and 
clarity, yet thinly along the extreme edges, trimmed to or just inside the 
borderline, in good condition 

Sheet 253 x 169 mm. 


£20,000-30,000 US$25,000-36,000 


€24,000-35,000 


PROVENANCE: 
Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 33; Lehrs, Hollstein 16. 


For more information on this lot please visit christies.com 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*139 
MARTIN SCHONGAUER (CIRCA 1445-1491) 
Saint Andrew, from: The Apostles 


engraving, circa 1470, on laid paper, without watermark, a fine impression 

of this very rare print, printing with much ink relief, trimmed on or to the 
platemark at left, with thread margins elsewhere, a few small skilfull repairs, 
otherwise in good condition 


Plate & Sheet 90 x 44 mm. 

£4,000-6,000 US$4,900-7,300 
€4,700-7,000 

PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 35; Lehrs, Hollstein 43 


For more information on this lot please visit christies.com 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*140 
MARTIN SCHONGAUER (CIRCA 1445-1491) 
Saint Lawrence 


engraving, before 1474, on laid paper, without watermark, a very good 
impression of this rare print, trimmed just inside the borderline at right and 
below, trimmed into the blank subject above and left, otherwise in good 
condition 


Sheet 155 x 98 mm. 

£6,000-8,000 US$7,300-9,700 
€7,000-9,300 

PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 56; Lehrs, Hollstein 61 


For more information on this lot please visit christies.com 
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PROPERTY OF A DISTINGUISHED NORTHERN ITALIAN FAMILY 


141 

ALBRECHT DURER (1471-1528) 

Samson rending the Lion 

woodcut, circa 1496-97, on laid paper, watermark Low Crown with Triangle (Meder 24), a fine Meder b 
impression, printing evenly and with great clarity and contrasts, trimmed to the borderline or just inside at 


upper left, some stains and skilful repairs 
Block & Sheet 381 x 278 mm. 


£20,000-30,000 US$25,000-37,000 
€24,000-35,000 


LITERATURE: 
Bartsch 2; Meder, Hollstein 107; Schoch, Mende, Scherbaum 127 


It is almost impossible now to appreciate the impact Durer had upon the field of printmaking, and the 
woodcut technique in particular, at the turn of the 15th to the 16th century. Hitherto, the craft had in 
large part been confined to the creation of stylized devotional images. The results were often stiff and 
formulaic and frequently subsumed within text. Dürer transformed the medium, enlarging the scale so 
that the image stood alone on the sheet, introducing scenes of dynamism and movement set within 
extensive landscapes. 


The present composition is perhaps the finest of five great woodcuts produced in 1496-98 and 
exemplifies Diirer's achievement and ambition as a printmaker. Exactly who cut these early monumental 
blocks has been the subject of considerable debate. Albert Ivins, along with many others, argued that 
such is their calligraphic beauty Dürer himself must have cut the design. More recent commentators 
have argued as early as the later 1490s Dürer would have employed a professional woodcutter. Wherever 
the truth lies, these blocks are works of art in their own right. They have a sculptural beauty, while at 

the same time show great understanding of how the block will print on paper. Not only are the lines 

cut with confidence and fluidity, they have been cut to different levels - some standing higher on the 
block than others. In the present composition this device has been employed in the clump of trees at 
the right, the lion's mane, Samson's shirt and the flock of birds. But Dürer also clearly understood where 
this technique would not be appropriate - in densely worked areas such as the lion's mouth, heavily 
impressed lines would have lost their impact through being grouped closely together, and muddied the 
composition. Here the lines are close to the surface of the block and result in a flatter, more even line on 
the paper. 


The composition itself depicts one of the most famous exploits of Samson - an Old Testament judge 
better known for his feats of strength. A Christian counterpart to Hercules - who early commentators 
thought was the subject of this print -, Samson's encounter with the lion is clearly symbolic and widely 
interpreted as signifying the battle between Christ and the Devil, between Good and Evil. Dürer 

is sparing in his use of his strong sculpted line. Large areas of the paper are left blank, and play a 
descriptive role - as sky, water and distant landscape - as well as acting as a dramatic counterfoil to the 
bold, linear design. His models for the lion were likely to have been the statues he encountered in Saint 
Mark's Square during his first sojourn in Venice, and the carefully described clump of trees to the right 
echo the watercolours executed on the same journey across the Alps. A lesser artist might have been 
content with a group of generic trees, but Durer takes care to make each one different. Every element of 
the composition earns its place - the nettle at the lower left was recognized as one which lost its sting if 
grasped firmly. 


Hard and unyielding though a woodblock is to cut, it is an inherently fragile medium. The blocks are 
prone to cracking and later impressions are poor testament to an artist's skill. Later impressions of 
this large woodcut can often be found in the market, as the block is one of the few that have survived 
(Metropolitan Museum, New York, inv. no. 19.73.255). 


The present impression is a relatively early example, printed around 1499-1504, according to Joseph 
Meder's dating of the watermark. 


174 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY OF A DISTINGUISHED NORTHERN ITALIAN FAMILY 


*142 
ALBRECHT DURER (1471-1528) 
The Seven Angels with the Trumpets, from: The Apocalypse 


woodcut, circa 1497-98, on laid paper, watermark Tower with Crown and 
Flower (Meder 259), a good impression from the Latin text edition of 1511, 
printing a little dryly and unevenly in places, with thread margins or trimmed to 
the borderline on three sides, a thread margin below, some skilful repairs and 
pale staining 

Block & Sheet 391 x 276 mm. 


£5,000-7,000 US$6,200-8,600 
€5,900-8,200 
176 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


LITERATURE: 
Bartsch 68; Meder, Hollstein 170; Schoch, Mende, Scherbaum 118 


For more information on this lot please visit christies.com 


PROPERTY OF A DISTINGUISHED NORTHERN ITALIAN FAMILY 


*143 
ALBRECHT DURER (1471-1528) 
The Whore of Babylon, from: The Apocalypse 


woodcut, circa 1497-98, on laid paper, watermark Tower with Crown and 
Flower (Meder 259), a good impression from the Latin text edition of 1511, 
printing with good clarity and constrasts, a little unevenly in places, with 
narrow margins or trimmed to the borderline, the lower left corner made up, 
other skilful repairs 

Block & Image 392 x 280 mm. 


£6,000-8,000 US$7,400-9,800 
€7,000-9,300 


LITERATURE: 
Bartsch 73; Meder, Hollstein 177; Schoch Mende Scherbaum 125 


For more information on this lot please visit christies.com 


PROPERTY OF ADISTINGUISHED NORTHERN ITALIAN FAMILY 


*144 
ALBRECHT DURER (1471-1528) LITERATURE: 
The Angel with the Key to the Bottomless Pit, from: the Apocalypse Bartsch 75; Meder, Hollstein 178; Schoch, Mende, Scherbaum 126 


woodcut, circa 1497-98, on laid paper, without watermark, a very fine, rich For more information on this lot please visit christies.com 
impression, probably from the first German or Latin text edition of 1498, 

without text verso, printing very evenly, with thread margins or trimmed to the 

borderline, the lower left corner made up, other skilful repairs 

Block & Sheet 391 x 282 mm. 


£5,000-7,000 US$6,200-8,600 
€5,900-8,200 
178 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*145 
ALBRECHT DURER (1471-1528) 
The Holy Family with Joachim and Anne under a Tree 


woodcut, 1511, on laid paper, watermark Bull’s Head with JZ (Meder 70), a very 
fine, strong and clear Meder aimpression, printing with considerable gaufrage, 
with narrow to thread margins or trimmed to the borderline in places, with 
flattened horizontal and vertical folds, otherwise in good condition 

Block 234 x 158 mm. 

Sheet 235 x 160 mm. 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


PROVENANCE: 
Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 96; Meder, Hollstein 215; Schoch Mende Scherbaum 226 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*146 
ALBRECHT DURER (1471-1528) 
Christ among the Doctors, from: The Life of the Virgin 


woodcut, circa 1503, on laid paper, watermark High Crown (Meder 20), a very 
fine proof impression before the text edition of 1511, printing with great clarity 
and strong contrasts, with some gaufrage, with thread margins or trimmed to 
the borderline in places, in very good condition 

Block 296 x 208 mm. 

Sheet 297 x 209 mm. 


£8,000-12,000 US$9,800-15,000 


€9,300-14,000 


PROVENANCE: 
Peter Gellatly (1831-1912), Essex and London (Lugt 1185); his sale, H. G. 
Gutekunst, Stuttgart, 13-18 May 1911, lot 431 (‘Ausgezeichneter Probedruck vor 
dem Text'.) 

Siegfried Barden (1854-1917), Hamburg (Lugt 218). 

With Colnaghi & Co., London (their stocknumber C. 286017 in pencil verso). 

A Family Collection, USA. 


LITERATURE: 


Bartsch 91; Meder, Hollstein 203; Schoch, Mende, Scherbaum 181 


180 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*147 
ALBRECHT DURER (1471-1528) 
Christ taking Leave from His Mother, from: The Life of the Virgin 


woodcut, circa 1504, on laid paper, watermark High Crown (Meder 20), a 
brilliant, early proof impression, Meder a, before the Latin text edition of 1511, 
printing very sharply and evenly, with thread margins below and partially 
above, trimmed on or to the borderline at the sides, in very good condition 
Block 296 x 210 mm. 

Sheet 297 x 211 mm. 


£12,000-18,000 US$15,000-22,000 


€14,000-21,000 


PROVENANCE: 
Franz von Hagens (1817-1899), Dresden (Lugt 1052a); presumably his sale, C. 
G. Boerner, Leipzig, 2-3 May 1927. 

Felix Somary (1881-1956), Vienna, Zurich, Washington, D.C. (Lugt 4384); then 
by descent. 

Private Collection, Germany; presumably acquired from the descendants of 
the above. 

Christie's, London, Genius of the German Renaissance - A Collection of Prints by 
Albrecht Dürer, 4 December 2007, lot 45. 

A Family Collection, USA; acquired at the above sale. 


LITERATURE: 
Bartsch 92; Meder, Hollstein 204; Schoch Mende Scherbaum 182 


For more information on this lot please visit christies.com 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*148 
ALBRECHT DURER (1471-1528) 
The Virgin and Child with the Butterfly 


engraving, circa 1495, on laid paper, watermark Gothic P with Flower (Meder 
321, circa 1500-1514), a very good Meder c impression, printing with much 
relief, some plate tone in the lower subject and inky plate edges, the parallel 
scratches in the sky still distinct, with narrow margins on all sides, some small 
stains on the Virgin's neck and temple, otherwise in very good condition 

Plate 240 x 186 mm. 

Sheet 245 x 191mm. 


£18,000-25,000 


US$22,000-30,000 
€21,000-29,000 


PROVENANCE: 

Dr Michael Berolzheimer (1866-1942), Firth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 44; Meder, Hollstein 42; Schoch, Mende, Scherbaum 2 


182 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROM AN OLD EAST COAST COLLECTION 


*149 
ALBRECHT DURER (1471-1528) 
The ill-assorted Couple 


engraving, circa 1495, on laid paper, watermark Crown above City Gate (Meder 
48), a good Meder I d impression, printing strongly and clearly, trimmed to or 
just outside the platemark, with thread margins in places, a small made-up 
paper loss at the upper right corner, two short repaired tears 

Plate & Sheet 149 x 138 mm. 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


PROVENANCE: 

Probably Theodore Irwin (1827-1902), Oswego, New York (see Lugt 1540; 
without his mark). 

Constance Root Irwin (1896-1976), Chicago and Kansas City; presumably by 
descent from the above (her great-uncle); then by descent in the family to the 
present owners. 


LITERATURE: 
Bartsch, Hollstein 93; Meder 77; Schoch Mende Scherbaum 3 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*150 
ALBRECHT DURER (1471-1528) 
The Little Courier 


engraving, circa 1496, on laid paper, watermark Bull's Head (Meder 63), a brilliant, early Meder a 
impression, printing very strongly and sharply, with much ink relief, trimmed to or just inside the platemark 
but retaining a fillet of blank paper outside the borderline, in very good condition 


Plate & Sheet 110 x 79 mm. 

£20,000-30,000 US$25,000-37,000 
€24,000-35,000 

PROVENANCE: 


Peter Lely (1618-1680), London (Lugt 2092), with his numbering Ag. 94. in brown ink at upper left recto. 
Henry Studdy Theobald (1847-1934), London (Lugt 1375, without mark); his sale, H. G. Gutekunst, 
Stuttgart, 12-14 May 1910, lot 242 (‘Abdruck von grésster Schönheit auf Ochsenkopfpapier. Mit Randchen.). 
With Colnaghi & Co., London (their stocknumbers C. 20649 and C4460 in pencil verso); 

With Arthur Harlow & Co., New York. 

Alastair Bradley Martin (not in Lugt); Christie's, London, 7 December 2010, lot 12 (£ 16,875). 

With Helmut Rumbler Kunsthandel, Frankfurt am Main. 

Acquired from the above by present owners in 2012. 


LITERATURE: 
Bartsch 80; Meder, Hollstein 79; Schoch Mende Scherbaum 10 


Dürer was fascinated by horses and riders, and this is his first proper treatment of the subject in print. 
It was the first of many, including some of his most important works, with the woodcut The Knight and 
the Lansquenet (circa 1496), and the two engravings of Saint Eustace (lot 157) and Knight, Death and the 
Devil (lot 161) being the most noteworthy. 


Several drawings on the subject are recorded, mostly from his early years, and this engraving is quite 
closely related to a drawing in the City Museum of Gdansk (Winkler 9), inscribed by Dürer's hand: "Dz 
hat wofgang pewrer gemacht Im 1484 Jor" (‘wofgang pewrer made this In the year 1484’). Apparently, in 
this drawing young Dürer had copied a now lost engraving by Wolfgang Beurer, the Monogrammist WB. 


Dürer's little engraving, so full of speed and fun, was very popular and copied at least five times by other 
engravers. It is part of a group of small secular prints created around 1496-97 which were popular with 

a public hungry for depictions of ‘real life’, and useful to other artists. The present impression belonged 
indeed to another illustrious artist and print collector of the 17th century, Peter Lely, whose marks can be 
found on the recto of the sheet. 


The present impression compares favourably with the Slade impression in the British Museum. 


In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*151 

ALBRECHT DURER (1471-1528) 

The Peasant and his Wife 

engraving, circa 1497, on laid paper, with a partial Bull's Head watermark 
(Meder 64), avery good Meder c impression, still printing with considerable 


ink relief, trimmed to or just inside the platemark, some skilfull repairs in places 
Sheet 106 x 76 mm. 


£2,500-3,500 US$3,100-4,200 
€3,000-4,100 


PROVENANCE: 

Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 83; Meder, Hollstein 86; Schoch Mende Scherbaum 14 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*152 

ALBRECHT DURER (1471-1528) 

Three Peasants 

engraving, circa 1497, on vellum, a very good, presumably posthumous 
impression, trimmed to or on the platemark, the sheet slightly cockled (as 


usual with vellum), otherwise in very good condition 
Plate & Sheet 100 x 71mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
Possibly with Paul Herzogenrath, Bielefeld, in 1930. 
Presumably acquired from the above; then by descent to the present owners. 


LITERATURE: 
Bartsch 86; Meder, Hollstein 87; Schoch Mende Scherbaum 15 


(actual size) 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*153 
ALBRECHT DURER (1471-1528) 
The Standard Bearer 


engraving, circa 1501, on laid paper, watermark fragment Bull's Head (Meder 
62), a very fine, early Meder a impression, printing very strongly and clearly, 
with much ink relief, slightly slipped in the face and standard, with narrow 
margins, in very good condition 

Plate 115 x 70 mm. 


Sheet 117 x 72 mm. 

£15,000-25,000 US$19,000-30,000 
€18,000-29,000 

PROVENANCE: 


Probably with Colnaghi & Co., London (presumably their stock number W 4713 
in pencil verso). 

With Helmut Rumbler Kunsthandel, Frankfurt am Main. 

Acquired from the above by the present owners in 2012. 


LITERATURE: 
Bartsch 87; Meder, Hollstein 92; Schoch Mende Scherbaum 31 


(actual size) 


186 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 187 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*154 
ALBRECHT DURER (1471-1528) 
The Dream of the Doctor 


engraving, circa 1498, on laid paper, without watermark, a very good 
impression, probably Meder c-d, trimmed just outside the borderline on three 
sides, trimmed to or just inside the borderline above, with several small paper 
losses and splits, skilfully repaired 


PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Firth, Munich and Untergrainau, 


Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 76; Hollstein, Meder 70; Schoch, Mende, Scherbaum 18 


Sheet 188 x 199 mm. 
£5,000-7,000 US$6,100-8,500 
€5,900-8,100 
188 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


(actual size) 


*155 
ALBRECHT DURER (1471-1528) 
Coat of Arms with a Lion and a Cock 


engraving, circa 1502-03, on laid paper, without watermark, a fine impression, 
probably Meder b-c, trimmed on the borderline, in very good condition 
Sheet 183 x 118 mm. 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


PROVENANCE: 
Unidentified initials /.a in brown ink verso. 
With Vincent Price (1911-1993) (by repute). 
Acquired from the above in 1963, then by descent. 


LITERATURE: 
Bartsch 100; Meder, Hollstein 97; Schoch Mende Scherbaum 35 


189 


190 


PROPERTY FROM AN OLD EAST COAST COLLECTION 


*156 

ALBRECHT DURER (1471-1528) 

Saint Eustace 

engraving, 1501, on laid paper, watermark High Crown (Meder 20), a fine and 
warm Meder b impression, printing with rich contrasts and remarkable depth, 
trimmed to or just outside the subject, fractionally into the subject in places, 


a horizontal fold across the lower third of the subject, split and very skilfully 
repaired, with associated minor staining 


Sheet 356 x 262 mm. 

£100,000-150,000 US$130,000-180,000 
€120,000-170,000 

PROVENANCE: 


Probably Theodore Irwin (1827-1902), Oswego, New York (see Lugt 1540; 
without his mark). 

Constance Root Irwin (1896-1976), Chicago and Kansas City; presumably by 
descent from the above (her great-uncle); then by descent in the family to the 
present owners. 


LITERATURE: 
Bartsch 57; Meder, Hollstein 60; Schoch Mende Scherbaum 32 


The largest of all Durer's engravings, Saint Eustace has always been regarded 
as one of his finest. Durer himself considered this early work something of a 
show-piece, as he took it with him on his journey to the Netherlands in 1521. 
In his travel diary he mentions six occasions of him selling or presenting it to 
potential patrons. 


The subject matter was well chosen, as Saint Eustace, also referred to as 

Saint Hubert at times, was the patron saint of huntsmen and enormously 

popular in Northern Europe at this time. According to the legend a Roman 
soldier called Placidas saw a vision of the crucified Christ appear between 
the antlers of a stag he was hunting. Upon hearing God's voice spoken by 

the animal, 'O Placidas, why pursuest thou mei, he fell on his knees, was 

converted and baptized with the name Eustace. 


In Dürer's engraving the saint is shown kneeling on the banks of a stream, 
transfixed by his vision, while his horse and hounds wait patiently for their 
master. The animals are depicted with delightful naturalism, as is the 
woodland vegetation, the gnarled and splintered tree trunk, and the view in 
the distance of a hill surmounted by a castle, with a flock of birds spiralling 
around its castellated turrets. This display of technical virtuosity may have 
been Dürer's counter to the hotly contested view prevalent in the 16th 
century that sculpture was superior to painting due to its capacity to show 
the figure three-dimensionally. Dürer's depiction of the natural world in Saint 
Eustace in such exquisite detail - and in the case of the dogs from different 
sides at once - was a provocative claim for the parity of the two-dimensional 
arts. One of the most admired and best loved elements in Dürer's whole 
graphic oeuvre, the greyhounds in the foreground prompted Vasari's effusive 
description of the engraving as ‘amazing, and particularly for the beauty of 
some dogs in various attitudes, which could not be more perfect’. 


In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*157 
ALBRECHT DURER (1471-1528) 
Nemesis 


engraving, circa 1501, on laid paper, watermark High Crown (Meder 20), a 
fine Meder Ila-b impression, printing sharply and with strong contrasts, with 
thread margins or trimmed to the platemark on three sides, trimmed into 
the blank subject above, some very pale scattered stains, otherwise in good 
condition 


Sheet 323 x 232 mm. 
£20,000-30,000 US$25,000-37,000 
€24,000-35,000 
192 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROVENANCE: 
With Galerie J. H. Bauer, Hannover. 
Acquired from the above by the present owners in 2006. 


LITERATURE: 
Bartsch 77; Meder, Hollstein 72; Schoch Mende Scherbaum 33 


For more information on this lot please visit christies.com 


(actual size) 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*158 

ALBRECHT DURER (1471-1528) 

Saint Anthony reading 

engraving, 1519, on laid paper, without watermark, a very good Meder a-b 
impression, before the deep scratches to the left of the cross, printing quite 
softly and warmly, trimmed to or on the borderline, a short repaired tear at 


upper left, some further repairs in the subject, the sheet backed 
Plate & Sheet 97 x 141 mm. 


£7,000-10,000 US$8,600-12,000 
€8,200-12,000 


PROVENANCE: 
With Galerie J. H. Bauer, Hannover. 
Acquired from the above by the present owners in 2007. 


LITERATURE: 
Bartsch 58; Meder, Hollstein 51; Schoch Mende Scherbaum 87 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*159 
ALBRECHT DURER (1471-1528) 
The Nativity (Christmas) 


engraving, 1504, on laid paper, watermark Bull's Head (Meder 62), a very fine 
Meder b impression, printing with a very subtle plate tone and inky plate edges 
in places, trimmed to or just outside the platemark, with thread margins in 
places, in very good condition 

Plate 187 x 121mm. 


Sheet 188 x 122 mm. 

£50,000-70,000 US$61,000-85,000 
€59,000-81,000 

PROVENANCE: 


Dr Wilhelm August Ackermann (1793-1865), Lubeck and Dresden (Lugt 791); 
his sale, R. Weigel, Leipzig, 29 March 1853, lot 107 (‘kdstlicher Druck und 
wohlerhalten’) (Mk. 34; to Weber). 

Hermann Weber (1817-1854), Cologne, Brussels & Bonn (see Lugt 1383, 
without his mark). 

With Gilhofer & Ranschburg, Lucerne. 

Carl Hirschler (1871-1941) & Rose Hirschler (née Dreyfus), Amsterdam & 
Haarlem (Lugt 633a); then by descent. 

With C. G. Boerner, Düsseldorf (Neue Lagerliste 132 (2013), no. 5). 

Acquired from the above by the present owners in 2013. 


EXHIBITED: 
Rotterdam, Museum Boijmans, Prentkunst van Martin Schongauer, Albrecht 
Dürer, Israhel van Meckenem - Uit eene particuliere verzameling, 1955, no. 42. 


LITERATURE: 
Bartsch 2; Meder, Hollstein 2; Schoch Mende Scherbaum 40 


In this exquisite little engraving of 1504, created the same year as Adam 

and Eve (see the following lot), Dürer placed the scene of the Birth of 

Christ within the tight architectual setting of a courtyard and a dilapidated 
timber-framed house. By revisting the very similar architecture and scene of 
the central panel of his Paumgartner Altarpiece (Alte Pinakothek, Munich), 
completed only the previous year, he achieved the depiction of a truly unified 
space and a convincing central perspective for the first time in the medium 
of engraving. According to Panofsky (The Life and Art of Albrecht Dürer, 1943 
[2005 reprint], p. 84-85), while Adam & Eve is a model of human beauty, the 
Nativity (‘Weynachten’, as the artist called it in his diary of 1520) is a model of 
perspective. 


The Nativity scene itself is relegated in to a small part of the foreground 
under the colonade of the rustic building. Mary is kneeling in adoration 
before the Christ Child, while Joseph is collecting water from the well in 

the courtyard. Only one other human figure can be seen: a shepherd kneels 
in prayer further in the background at the foot of the stairs to the house. 
Behind him, in a ramshackle wooden stable, we see the ox and the donkey. 
In the distance, through the arched gateway, as the central vanishing point 
of the composition, Dürer has depicted the Angel of the Annunciation to the 
Shepherds in minute detail. 


The true protagonist of the scene, however - therein unlike any other work 

in Durer's printed oeuvre, is the architecture. The ‘stage’ dominates the 
scene, and is composed of contrasting elements which convey a message of 
an ending and a new beginning. Very much in the tradition of 15th century 
Nativity scenes, a rich iconography is hidden under the materiality of the 
pictorial elements: the well and the water pitcher allude to the purity of the 
Virgin Mary and the sacrament of the baptism. The derelict state of the 
buildings - Romanesque at right and vernacular Southern German at left - 
and the vegetation sprouting from the ruins, as well as the newborn Christ, 
signify the Old and the New Covenant. The traditional symbols are, however, 
masterfully integrated into a scientifically constructed pictorial space - the 
medieval faith mediated by the rationalism of the Renaissance. 


Dürer certainly took pleasure in composing and constructing the setting 

with such accuracy and attention to detail. Yet there seems to be another 
reason for the apparent marginality of the figures. By reducing the scale of 
the scene - one of the most important events of Christianity - and locating it 
in surroundings reminiscent of the courtyard of a typical Nuremberg house of 
his time, Durer emphasized the essential meaning of the birth of Christ; his 
humanity and humility, and the relevance of the event to all mankind. 


194 In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


(actual size) 
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PROPERTY FROM A PRIVATE EUROPEAN COLLECTION 


*160 
ALBRECHT DURER (1471-1528) 
Adam and Eve 


engraving, 1504, on laid paper, watermark Bull's Head (Meder 62), a very fine, 
early impression of the rare second state (of three), Meder Ila, printing very 
richly and softly, with great clarity and contrasts, the edges of the subject and 
sheet extremely skilfully made up 

Sheet 251x193 mm. 


£100,000-150,000 US$130,000-180,000 
€120,000-170,000 


PROVENANCE: 
Pierre Mariette II (1634-1716), Paris (Lugt 1789), dated 1681. 

Franz Gawet (1765-1847), Vienna (Lugt 1005, dated 1807; and Lugt 1069), 
acquired for 145 guilders; his sale, Artaria, Vienna, 9 December 1844 

(and following days), lot 369 (‘Avec des petites taches et quelques légeres 
restaurations, mais brillante épreuve.) 

With Klipstein & Kornfeld, Bern. 

Private Collection, Switzerland, acquired from the above around 1955; then by 
descent to the present owner. 


Adam and Eve is undoubtedly one of Durer's most celebrated engravings and 
one of the most widely reproduced - and hence most familiar - images of the 
Fall of Man. Yet to see a very fine impression in the original is an altogether 
different and exhilarating experience. The rendering of the subtle effects of 
light and shade on the beautifully sculpted bodies against the velvety black 
background of the forest, the slight nuances of skin colour between Adam 
and Eve, and the variety of different materials and surfaces - hair, feathers, 
fur, snake skin, tree barks, leaves and rocks - is astounding, and it almost 
beggars belief that this should have been achieved with the simple means of 
a copper plate, a sharp steel tool, ink and paper. 


This is quite clearly a work of great ambition and confidence, and Dürer 

took an unusual amount of care in its creation. Several preparatory drawings 
survive (more than for any other print by Durer) in public collections such as 
the British Museum, London, the Ashmolean Museum, Oxford, the Albertina, 
Vienna and the Pierpont Morgan Library, New York; in the latter a beautiful, 
complex study of the two figures on a blackened background (Winkler 333). 
Adam and Eve is also the only one of his prints to bear his full name and 
birthplace: ALBERT DVRER NORICUS FACIEBAT 1504 reads the plaque in 
a sober Latin script. 


In 1505 Durer embarked on his second journey to Venice, possibly to escape 
another outbreak of the plague in Nuremberg, and it is likely that he intended 
the print to be a show-piece for the Italian market, to demonstrate his talent 
and abilities and to attract commissions as a painter and printmaker. For this 
purpose, Dürer combined the virtues of Northern art, the painstaking realism 
and attention to detail for which the Italians admired the Flemish masters, 
with Italy's own artistic ideals of the Renaissance: disegno and the depiction 
of nudes of classical proportions. 


Yet Diirer's Adam and Eve is more still than a stupendous formal exercise 
and a dazzling display of technical virtuosity. A precedent to his most mature 
prints, the three so-called ‘Master Prints’ (see lots 161, 162, 163 & 164), it 

is also a work of great symbolic and intellectual complexity. The entire 
composition is an image of duality and division. The Tree of Knowlegde 
separates Adam from Eve, and divides the image into two halves. Whilst 
Eve is associated with this tree, Adam grasps a branch of mountain ash, 
identified as the Tree of Life. The parrot and the serpent respectively 
symbolise wisdom and betrayal. The cat and mouse in the foreground form 
another pair of opposites as predator and prey, but death has not yet come 
into the world and they sit peacefully together. 


Apart from Christian iconography, Dürer also alluded to contemporary 
humanist philosophy, and the other animals depicted are not just examples of 
God's creation in the Garden of Eden: the moose, the cow, the rabbit and the 
cat each respectively represent the melancholic, phlegmatic, sanguine and 
the choleric temperaments. The theory of these Tour humours’ as the ruling 
principles of the human spirit was widely debated amongst the educated 

at the time. The mountain goat however is a traditional symbol of lust and 
damnation. Far in the background behind Eve, it stands on the edge of the 
abyss, about to fall. 


The present very fine example, previously in collection of the famous 18th 
century Parisian print publisher, dealer and collector Pierre Mariette II and 
the Viennese engraver Franz Gawet, is an impression of the rare second 
state of three, before a split in the trunk below Adam's left armpit appears on 
the plate. Two unfinished trial proof-states are known, the only impressions 
of which are in the Albertina and the British Museum. Of the completed 
plate, three states exist: the first state, with the 5 in the date 1504 engraved 
in reverse, is only known in an unique impression (Museum Otto Schafer, 
Schweinfurt). In the second state, the 5 is corrected and the image prints just 
as the artist intended. Impressions of this state, such as the present one, are 
hence the earliest available, but come rarely to the market. 


196 In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY FROM AN OLD EAST COAST COLLECTION 


*161 
ALBRECHT DURER (1471-1528) 
Knight, Death and the Devil 


engraving, 1513, on laid paper, watermark Bear (Meder 93, circa 1530-35), a 
very good Meder e impression, printing clearly and with good contrasts, with 
narrow margins, trimmed to the subject at lower left, the sheet slightly toned, 
some tiny touches of grey wash in places, otherwise in good condition 

Plate 242 x 189 mm. 

Sheet 244 x 189 mm. 


£50,000-70,000 US$61,000-85,000 


€59,000-81,000 


PROVENANCE: 

Probably Theodore Irwin (1827-1902), Oswego, New York (see Lugt 1540; 
without his mark). 

Constance Root Irwin (1896-1976), Chicago and Kansas City; presumably by 
descent from the above (her great-uncle); then by descent in the family to the 
present owners. 


LITERATURE: 
Bartsch 98; Meder 74; Schoch Mende Scherbaum 69 


For more information on this lot please visit christies.com 


198 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


*162 
ALBRECHT DURER (1471-1528) 
Saint Jerome in his Study 


engraving, 1514, on laid paper, without watermark, a very good, silvery 
impression, probably Meder b, still printing with good depth and highlights, 
trimmed inside the platemark but retaining a fillet of blank paper outside of the 
borderline on all sides, a small made up hole loss between the left legs of the 
table, generally in good condition 

Sheet 245 x 186 mm. 


£10,000-15,000 US$13,000-18,000 


€12,000-17,000 


PROVENANCE: 
With Leonard Clayton Gallery, New York (his label on the old backboard). 


LITERATURE: 
Bartsch 60; Meder, Hollstein 59; Schoch Mende Scherbaum 70 


For more information on this lot please visit christies.com 
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*163 

ALBRECHT DURER (1471-1528) 

Melencolia | 

engraving, 1514, on laid paper, without watermark, a very fine, rich and dark 
Meder lla impression, printing with a light plate tone and strong contrasts, 
trimmed to or just inside the platemark on three sides, partially trimmed to the 


subject above, some very skilful repairs in places 
Sheet 240 x 188 mm. 


£80,000-120,000 US$98,000-150,000 


€93,000-140,000 


PROVENANCE: 

Comte Octave de Behague (1827/28-1879), Paris (Lugt 2004). 
With Galleria Grafica, Tokio. 

Acquired from the above by the present owner, circa 1980-90. 


LITERATURE: 
Bartsch 74; Meder, Hollstein 75; Schoch Mende Scherbaum 71 


Although Dürer gave his most famous engraving a rather unambiguous title, 
it has become the most extensively interpreted work in the history of western 
art. An allegory of melancholy, the details of its iconography have intrigued 
and inspired countless art historians and other scholars of all fields, including 
mathematicians, theologians and astronomers. 


In the classic pose of the thinker, her head resting on her hand, sits a female 
winged figure, holding a pair of compasses and a closed book. Next to her 
ona millstone sits a winged putto, scribbling on a tablet. Before them lies a 
sleeping dog. Scattered around the figure is a variety of tools and mysterious 
objects, including a syringe, an oil lamp, a melting pot, scales, an hour 

glass, a bell, a numerical table and two geometrical shapes, a sphere and 

a large multi-faceted rock. On one side of this rock, like a slightly distorted 
reflection, we faintly see the image of a human skull. A ladder is leaning 
against the building which, together with the carpenter's tools - a saw, a 
plane, some nails, a ruler - gives the scene the appearance of a building 

site. In the background lies a distant coastal landscape beneath a night sky, 
strangely illuminated by a comet and a rainbow. A bat with the title of the 
print written across its spread wings hovers above the scene. Some of these 
objects are familiar symbols, which recur in other prints by Dürer: the sphere 
as a symbol of chance or fate; the scales as a symbol of justice; and the skull 
and the hour-glass, which appear as memento mori also in Saint Jerome in his 
Study. The meaning of many of the other objects however is less evident, and 
attempts to ‘solve the riddle’ of this highly charged composition by offering 
one unified interpretation remain unconvincing. 


This work is one of the artist's three so-called Meisterstiche (‘master 
engravings’), created between 1513-1514, which are widely considered the 
pinnacle of the artist's mastery of the graphic medium. It is thought that the 


three engravings, Melencolia |, Death, Knight and the Devil and Saint Jerome 
in his Study (see lots 161 and 162) each represent one of the three forms of 
virtuous living: intellectual, moral and theological, as outlined in Thomas 
Aquinas’s Summa Theologiae (written circa 1265-1274 but published in 
1485). In Durer's time, the nature of a virtuous life, and by extension of the 
ideal ‘Renaissance man’, was a popular topic of conversation in literary and 
artistic circles. Durer himself was surrounded and no doubt inspired by the 
Nuremberg humanists, above all by his friend Willibald Pirckheimer. Treatises 
such as Machiavelli's The Prince (1513) and Castiglione’s The Courtier (1528) 
give testimony of the intellectual culture and the moral questions of the 
time. The rich symbolism of Durer's engraving embodies the complexity 

of humanist thought in the Renaissance period, and therein may lie the 

true purpose of the print: it is open to interpretation, deliberately inviting 
speculation and debate. 


In Direr's time, the melancholic temperament was associated with genius 
and the pursuit of knowledge. If Saint Jerome in his Study and Melencolia I 
are indeed companion pieces, and Saint Jerome represents the knowledge of 
ancient texts, then Melencolia | stands for a different, new kind of knowledge 
- that of empirical, applied science. The ruler, the scale and the pair of 
compasses are all measuring devices, instruments for the examination of 
nature. The building tools and the melting pot on the other hand are symbols 
of human creativity. For the artists of the Renaissance, with Leonardo and 
Durer as prime examples, the observation and comprehension of the natural 
world was the foundation of their art. They saw themselves as artists as well 
as scientists, and in this sense Melencolia I could be described as a portrait 
of the artist in disguise. 


200 In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROM THE COLLECTION OF KERRISON PRESTON 


164 
ALBRECHT DURER (1471-1528) 
Melencolia | 


engraving, 1514, on laid paper, watermark Small Jug (Meder 158), a very good 
Meder llc impression, trimmed to or just inside the borderline, in very good 
condition 


PROVENANCE: 
Kerrison Preston (1884-1974), Bournemouth, Hampshire (not in Lugt); then by 
descent. 


LITERATURE: 
Bartsch 74; Meder, Hollstein 75; Schoch Mende Scherbaum 71 


Sheet 241 x 187 mm. 
£30,000-50,000 US$37,000-61,000 
€35,000-58,000 
202 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


*165 
ALBRECHT DURER (1471-1528) 
The Desperate Man 


etching, circa 1515, on laid paper, watermark Bishop's Crest (similar to Meder 
39), a very good Meder | b impression, before the rust marks in the plate, 
printing strongly and clearly, beginning to show some wear in places, trimmed 
to or just outside the borderline, in very good condition 


Sheet 186 x 135 mm. 

£10,000-15,000 US$13,000-18,000 
€12,000-17,000 

PROVENANCE: 


Bernhard Hausmann (1784-1874), Hannover (Lugt 377); his sale, C. G. Boerner, 
Leipzig, 27-28 April 1931, Lot 56 (‘Sehr reiner, rostfreier Abdruck, wie er selten 
vorkommt, hat Einfassungsstriche, vollkommen erhalten. Das Papier hat das 
Wasserzeichen Nr. 43. welches in seiner krausen Zeichnung nicht leicht zu 
erkennen ist’). 


LITERATURE: 
Bartsch 70; Meder, Hollstein 95; Schoch Mende Scherbaum 79 


It seems that Boerner in 1931 wrongly described the watermark as a Mitre 
(Meder 43), when it is in fact a Bishop's Crest (Meder 39). 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*166 
ALBRECHT DURER (1471-1528) 
The Sudarium held by one Angel 


etching, 1516, on laid paper, without watermark, a very good Meder Ic 
impression, before the rustmarks, printing with intense contrasts and much 
ink relief, trimmed to or just outside the borderline, the sheet thinly backed, 
otherwise in good condition 

Sheet 183 x 131mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch 26; Meder, Hollstein 27; Schoch Mende Scherbaum 82 


(actual size) 


*167 
ALBRECHT DÜRER (1471-1528) 
The Virgin on a Crescent with a Sceptre and a starry Crown 


engraving, 1516, on laid paper, without watermark, a fine Meder a impression, 
trimmed on the platemark, with thread margins in places, in very good 
condition 

Plate & Sheet 117 x 75 mm. 


£4,000-6,000 US$5,000-7,400 
€4,700-7,000 


PROVENANCE: 
Monogram /B in brown ink (similar to Lugt 1418a). 

With Vincent Price (1911-1993) (by repute). 

Acquired from the above in 1963, then by descent to the present owner. 


LITERATURE: 
Bartsch 32; Meder, Hollstein 37; Schoch, Mende, Scherbaum 81 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*168 
MASTER MZ (ACTIVE CIRCA 1500) 
The Virgin and Child by the Fountain 


engraving, 1501, on laid paper, without watermark, a very fine, early impression 
of this rare print, trimmed to or just inside the borderline on three sides, the 
upper sheet edge skilfully made up 


Sheet 177 x 154 mm. 

£2,500-3,500 US$3,100-4,200 
€3,000-4,100 

PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Firth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Lehrs 2 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*169 
HEINRICH ALDEGREVER (1502-1561) 
Standard-Bearer in a Landscape 


engraving, 1540, on laid paper, without watermark, a fine impression, trimmed 
fractionally inside the platemark on all sides, with tiny touches of pen and ink 
and grey wash in places 


Sheet 117 x73 mm. 

£1,500-2,500 US$1,900-3,000 
€1,800-2,900 

PROVENANCE: 


Pierre Mariette II (1634-1716), Paris (Lugt 1789), dated 1669. 

Albertina, Vienna (Lugt 5e); with their duplicate stamp (Lugt 5h); probably 
Gilhofer & Ranschburg, Lucerne, 28-29 November 1934. 

With Helmut Rumbler Kunsthandel, Frankfurt am Main. 

Acquired from the above by the present owners in 2013. 


LITERATURE: 
Bartsch, Hollstein, New Hollstein 177 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*170 
HEINRICH ALDEGREVER (1502-1561) 
Fortune 


engraving, 1555, on laid paper, without watermark, a good but slightly later 
impression of this rare print, trimmed to or just outside the subject, two 
repaired tears at upper right, the upper sheet edge partially made-up, some 
foxmarks 


Sheet 114 x 80 mm. 

£1,000-1,500 US$1,300-1,800 
€1,200-1,700 

PROVENANCE: 


Kunstsammlungen der Veste Coburg, Kupferstichkabinett (Lugt 451a); 
their sale, C. G. Boerner, Leipzig, 10 May 1929 and following days, lot 11 
(‘Interessantes und nicht häufiges Blattchen in sehr schönem Abdruck’). 
Karl & Faber, Munich, 26 April 2013, lot 1. 

With Helmut Rumbler Kunsthandel, Frankfurt am Main. 

Acquired from the above by the present owner in 2013. 


LITERATURE: 
Bartsch, Hollstein, New Hollstein 143 


For more information on this lot please visit christies.com 


(actual size) 


(actual size) 


(actual size) 


PROPERTY FROM THE COLLECTION OF JOHN KASMIN, LONDON 
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HANS SEBALD BEHAM (1500-1550) AFTER BARTHEL BEHAM 
(1502-1540) 

Adam and Eve 

engraving, 1543, engraving, 1543, on laid paper, without watermark, a very 
fine impression of the third state (of five), with thread margins or trimmed just 


inside the platemark but outside the borderline, in very good condition 
Plate & Sheet 82 x 57 mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


LITERATURE: 
Bartsch 6; Pauli, Hollstein 7 


(actual size) 


PROPERTY FROM THE COLLECTION OF JOHN KASMIN, LONDON 


172 
HANS SEBALD BEHAM (1500-1550) 
The Fool and the Foolish Woman 


engraving, circa 1531-50, on laid paper, without watermark, a very fine, tonal 
impression of the second, final state, with thread margins or trimmed on the 
platemark, a tiny paper loss at upper right, otherwise in good condition 
Plate & Sheet 37 x 53 mm. 


£700-1,000 US$860-1,200 
€820-1,200 


PROVENANCE: 
Dukes of Arenberg, Brussels and Nord-Kirchen, Westphalia (Lugt 567); 
probably their sale, Christie's, London, 14 July 1902 (and following days), lot 
256 (group lot of 'rustic scenes’; £ 1.15, to Peters). 


LITERATURE: 
Bartsch 213; Pauli, Hollstein 215 


206 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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(actual size) 


PROPERTY FROM THE COLLECTION OF JOHN KASMIN, LONDON 


173 
HANS SEBALD BEHAM (1500-1550) 
The Night (‘Die Nacht’) 


engraving, 1548, on laid paper, without watermark, a very fine impression 

of this rare print, third, final state, with thread margins or trimmed on the 
platemark, the tip of the upper right corner skilfully made up, otherwise in very 
good condition 


Plate & Sheet 110 x 78 mm. 

£5,000-7,000 US$6,200-8,600 
€5,900-8,200 

PROVENANCE: 


Heinrich Eduard Stiebel (1851-1928), Frankfurt am Main (Lugt 1367); 
presumably his sale, C. G. Boerner, Leipzig, 21-26 November 1910. 


LITERATURE: 
Bartsch 153; Pauli, Hollstein 154 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*174 

HANS BALDUNG (1484-1545) 

Group of seven Horses 

woodcut, 1534, on laid paper, watermark Small Coat of Arms with Three 
Fleur-de-Lys and pendant Letter R (similar to Briquet 1815), a very fine, early 
impression, printing very sharply and evenly, trimmed to or just inside the 


borderline, in very good condition 
Sheet 214 x 320 mm. 


US$19,000-30,000 
€18,000-29,000 


£15,000-25,000 


PROVENANCE: 
Anonymous private Swiss collection (Lugt 969a, recto). 
With C. G. Boerner, Düsseldorf. 

Acquired by the present owners from the above in 2012. 


LITERATURE: 
Bartsch 57; Hollstein 239 

M. Mende, Hans Baldung Grien - Das Graphische Werk, Unterschneidheim, 
1978, no. 77 (another impression illustrated). 

G. Bartrum, German Renaissance Prints 1490-1550, London, no. 66, p. 76-78 
(another impression illustrated). 


For more information on this lot please visit christies.com 
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(actual size) 


PROPERTY OF A PRIVATE GERMAN COLLECTOR 


*175 
HANNS LAUTENSACK (1520-1566) 
Landscape with a big Castle in the Middle 


etching, 1553, on laid paper, without watermark, a very fine, clear and strong 
impression, trimmed on or just inside the platemark but retaining a fillet of 
blank paper outside the borderline, in very good condition 

Sheet 112 x 169 mm. 


US$7,300-9,700 
€7,000-9,300 


£6,000-8,000 


PROVENANCE: 
Furst zu Liechtenstein, Vaduz and Vienna (Lugt 4398). 

Presumably with Colnaghi & Co., London (without their stocknumber); 
acquired from the above en-bloc with part of the princely collection between 
1949 and 1952. 

With C. G. Boerner, Dusseldorf. 

Acquired from the above by the present owner. 


LITERATURE: 
Bartsch 37; Hollstein 27 
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(actual size) 
PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*176 
LUCAS VAN LEYDEN (1494-1533) 
The Temptation of Saint Anthony 


engraving, 1509, on laid paper, without watermark, a very good impression, 
trimmed just inside the platemark but retaining a fillet of blank paper outside 
the borderline, some very pale scattered foxing, a few tiny repairs in places, 
generally in good condition 


bsk J g —= 


a 


~~ 


PROVENANCE: 
Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein, New Hollstein 117 


Sheet 185 x 147 mm. 
£4,000-6,000 US$4,900-7,300 
€4,700-7,000 
210 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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(actual size) 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*177 
DIRK JACOBSZ. VELLERT (ACTIVE 1511-1547) 
The Temptation of Christ 


engraving and etching 1525, on laid paper, without watermark, a very fine 
impression of the extremely rare first state (of two), printing with great clarity 
and contrasts, trimmed to or just outside the borderline, in good condition 
Sheet 113 x 76 mm. 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 
Probably Graf Moriz von Fries (1777-1826), Vienna (see Lugt 2903; without his 
mark), with the signature of his curator, Franz Rechberger (1771-1843), Vienna 
(Lugt 2133; partially erased); probably von Fries’ sale, Vries, Brondgeest, 
Engelberts & Roos, Amsterdam, 21 June 1824 and following days. 

R. Brisart, Ghent (not in Lugt); his sale, Verhulst, Ghent, 10 December 1849 
and following days, Catalogue De La Magnifique Et Precieuse Collection De 
Livres, Manuscrits, Dessins Et Estampes Formant Le Cabinet De Mr. R. Brisart, 
lot 606 (as Thiery van Star; '‘Provenant de la collection de Mr Rechberger, a 
Vienne’). 


Joseph-Guillaume-Jean Camberlyn (1783-1861), The Hague and Brussels 
(Lugt 514; partially erased); his sale, E. Guichardot, Paris, 20 November 1865 
and 3 following days, lot 3494 (‘Trés-belle épreuve. Cabinet Brisart’) (Fr. 50; to 
Clement). 

Ernst Friedrich Oppermann (1827-1887), Berlin (Lugt 887); his sale, Amsler & 
Ruthardt, Berlin, 15 May 1882 and following days, lot 2439 (as Dirk van Staren; 
‘Ausgezeichneter Abdruck und sehr selten; Coll. Camberlyn’) (Mk. 73) 

Heinrich Buttstaedt (d. 1876 or before), Gotha and Berlin (Lugt 3722). 

Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
ollstein, Popham, Bartsch 5 


ollstein's census records only one impression of the first state, before 

the addition of etched horizontal lines on the Devil's left leg boot, in the 
Rijksmuseum (damaged, inv. no. RP-P-OB-2154). To our knowledge, another 
impression is in the collection of the National Gallery of Art, Washington (inv. 
no. 1974.67.1). 
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PROPERTY FROM AN IMPORTANT GERMAN FAMILY 
COLLECTION 


*178 


PIETER VAN DER HEYDEN (CIRCA 1530- 
1572) AFTER PIETER BRUEGEL THE 
ELDER (1525-1569) 


Pride (Superbia), from: The Seven Deadly 
Sins 

engraving, 1558, on laid paper, watermark Coat 
of Arms with Letter L under Crown and Flower, 
countermark small Posthorn, a very good 
impression of the only state, printing with a light 
plate tone, with small margins, a minor paper loss 
and short repaired tears in the margins, otherwise 
in good condition 

Plate 223 x290 mm. 

Sheet 234 x 301mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

LITERATURE: 

Bastelaer, Hollstein 127; Lari 122; New Hollstein 

(Bruegel) 23 


J.van Grieken, G. Luijten, J. van der Stock, 
Hieronymus Cock - The Renaissance in Print, New 
Haven & London, 2018, no. 53.1. 

M. Bassens & J. van Grieken, Bruegel - The 
Complete Graphic Works, Brussels, 2019, no. 11c. 


The preparatory drawing for the present print, in 
pen and grey-brown ink, 1557, is in the Fondation 
Custodia, Collection Frits Lugt, Paris (inv. no. 
4659). 


PROPERTY FROM AN IMPORTANT GERMAN FAMILY 
COLLECTION 
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PIETER VAN DER HEYDEN (CIRCA 1530- 
1572) AFTER PIETER BRUEGEL THE 
ELDER (1525-1569) 


Avarice (Avaritia), from: The Seven Deadly 
Sins 

engraving, 1558, on laid paper, watermark Gothic 
P with Flower, countermark Small Posthorn, a very 
good impression of the first state (of two), printing 
with a delicate plate tone, with narrow margins on 
three sides, trimmed to or just inside the platemark 
below, some creasing in the upper subject, the 
lower corner made up, otherwise in good condition 
Plate 225 x 293 mm. 


Sheet 225 x 295 mm. 

£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

LITERATURE: 

Bastelaer, Hollstein 128; Lari 123; New Hollstein 

(Bruegel) 24 


J. van Grieken, G. Luijten, J. van der Stock, 
Hieronymus Cock - The Renaissance in Print, New 
Haven & London, 2013, no. 53.2. 

M. Bassens &J. van Grieken, Bruegel - The 
Complete Graphic Works, Brussels, 2019, no. 11d. 


The preparatory drawing for this print, in pen 
and grey-brown ink, 1556, is in the The British 
Museum, London (inv. no. 1920-2-16-412). 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY FROM AN IMPORTANT GERMAN FAMILY COLLECTION 
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PIETER VAN DER HEYDEN (CIRCA 1530-1572) AFTER PIETER 
BRUEGEL THE ELDER (1525-1569) 


Lust (Luxuria), from: The Seven Deadly Sins 


engraving, circa 1558, on laid paper, watermark Gothic P with Flower, a very 
good, tonal impression of the only state, showing minor wear in places, with 
small margins on three sides, a wider margin below, afew minor abrasions, 
otherwise in good condition 

Plate 224 x 290 mm. 

Sheet 254 x 304 mm. 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


eo | LV XY RIA VIRES, 
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PROVENANCE: 
Unidentified collector's mark, Scales (not in Lugt). 


LITERATURE: 
Bastelaer, Hollstein 131; Lari 126; New Hollstein (Bruegel) 27 

J.van Grieken, G. Luijten, J. van der Stock, Hieronymus Cock - The Renaissance 
in Print, New Haven & London, 2013, no. 53.5. 

M. Bassens & J. van Grieken, Bruegel - The Complete Graphic Works, Brussels, 
2019, no. 11f. 


The preparatory drawing for this print, in pen and grey-brown ink, 1557, is in 
the Royal Library of Belgium, Brussels (inv. no. GI 132 816). 
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PROPERTY FROM AN IMPORTANT GERMAN FAMILY COLLECTION 


*181 

PIETER VAN DER HEYDEN (CIRCA 1530-1572) AFTER PIETER 
BRUEGEL THE ELDER (1525-1569) 

Envy (Invidia), from: The Seven Deadly Sins 

engraving, circa 1558, on laid paper, watermark Hand, a good impression 
of first state (of two), printing with a light plate tone, with thread to narrow 


margins at right and below, trimmed to or just inside the platemark elsewhere, 
in very good condition 


LITERATURE: 
Bastelaer, Hollstein 130; Lari 125; New Hollstein (Bruegel) 26 

J. van Grieken, G. Luijten, J. van der Stock, Hieronymus Cock - The Renaissance 
in Print, New Haven & London, 2013, no. 53.6. 

M. Bassens & J. van Grieken, Bruegel - The Complete Graphic Works, Brussels, 
2019, no. 11g. 


The preparatory drawing for this print, in pen and grey-brown ink, 1557, is in 
the Kunstmuseum in Basel (inv. no. 2012.5021). 


Plate 226 x 294 mm. 
Sheet 227 x 296 mm. 
£4,000-6,000 US$4,900-7,300 
€4,700-7,000 
214 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*182 


JOHANNES (1551-1605) OR LUCAS VAN DOETECUM (ACTIVE 
1554-1572) AFTER PIETER BRUEGEL THE ELDER (1525-1569) 


The Kermis of Saint George 


etching and engraving, circa 1559, on laid paper, with an indistinct Coat-of- 
Arms watermark, a fine, strong and tonal impression of the first state (of four), 
trimmed to or just outside the borderline, a few minor repairs, generally in good 
condition 

Sheet 335 x 554mm. 


US$13,000-18,000 
€12,000-17,000 


£10,000-15,000 


PROVENANCE: 
A Family Collection, USA. 


LITERATURE: 
Van Bastelaer, Hollstein 207; Lari 164; New Hollstein 42 

M. Bassens &J. van Grieken, Bruegel - The Complete Graphic Works, Brussels, 
2019, no. 24. 


215 


*183 


MARCO DENTE, CALLED MARCO DA RAVENNA (CIRCA 1486- 
1527) AFTER RAPHAEL (1483-1520) 


Saint Michael 


engraving, circa 1518-19, on laid paper, watermark Siren in a Circle (similar to 
Briquet 13887-13890), avery fine, early impression of this rare print, printing 
with great luminosity and contrasts, trimmed to or just outside the platemark 
at left and right, trimmed to or just inside the borderline above and below, in 
very good condition 


Sheet 257 x 184 mm. 

£2,000-3,000 US$2,500-3,600 
€2,400-3,500 

PROVENANCE: 


Richard Fisher (1809-1890), Hill Top, Midhurst, England (Lugt 931); his 
posthumous sale, Sotheby's, London, 26 May 1892, lot 672 (with another; £ 
2-5; to Davidsohn). 

Paul Davidsohn (1839-1924), London, Vienna & Berlin (Lugt 654), acquired at 
the above sale; his sale, C. G. Boerner, Leipzig, 22-26 November 1920, lot 2154 


(Mk. 300) (‘Prachtvoller Abdruck aus Sammlung R. Fisher’). 

Dr Friedrich Andreas Lieberg (b. 1898 - after 1965), Kassel, Milan, Buenos 
Aires (Lugt 1681ter); probably sold en-bloc with his collection of prints by the 
Raimondi School in 1942. 


LITERATURE: 
Bartsch 106; 


K. Oberhuber, A. Gnann, Roma e lo stile classico di Raffaello, 1999, Milano, no. 


88-89, p.148-150 (another impression illustrated); 

A. |molesi Pozzi, Marco Dente, Un incisore ravennate nel segno di Raffaello, Le 
stampe delle Raccolte Piancastelli, Ravenna, 2008, no. 1, p. 63-64 (another 
impression illustrated). 


For more information on this lot please visit christies.com 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*184 
ATTRIBUTED TO FERRANDO BERTELLI (ACTIVE 1561-1571) 
Venetia (A Birdseye View of Venice and the Lagoon) 


etching, circa 1560-70, on laid paper, without watermark, a very good, strong 
and early, tonal impression of this extremely rare, possibly unique print, with 
many wiping marks, foul-biting and plate impurities, trimmed inside the 
platemark except at the corners, a small rustmark at upper centre, some tiny 
plugged holes, otherwise in good condition 

Sheet 204 x 212 mm. 


US$9,900-15,000 
€9,400-14,000 


£8,000-12,000 


PROVENANCE: 

With Helmut Rumbler Kunsthandel, Frankfurt am Main. 

Acquired from the above by the present owners in 2010. 

This unconventional and apparently unrecorded bird's eye view of Venice, 
here tentatively attributed to the Venetian publisher and map-maker 
Ferrando Bertelli, certainly owes a debt to Jacopo de Barbari's famous, 
monumental woodcut view of 1500. However, unlike its great predecessor, 
the present small etching does not appear to be the work of a meticolous 
cartographer, but a rather whimsical, vernacular rendition of the city and 
its surroundings: the islands and areas of the Venetian Lagoon, their 
names are written in Venetian dialect, are depicted in a semi-circular 


arrangement, without any regard for the true distances and topography of 
the place. If Bertelli was indeed the publisher of this map, he would have 
probably employed a printmaker to produce the plate. Whoever this might 
have been, the present etching appears to be one of the earliest attempts 
in the technique for the artist: the print shows much foul-biting and other 
accidental marks to the plate a more experienced craftsman would have 
known to avoid. 


Apart from the prominent initials F. B. - presumably relating to Bertelli - 
another set of initials are hidden within the cityscape: on a small campiello in 
the sestiere of Canareggio at centre left we find the small letters L. P., adding 
another mystery to this curious little map. 


We have not been able to trace another impression of this map. Presumably 
- like most popular prints for quotidian use - it was printed and sold in 
considerable numbers, but not kept and cared for, but discarded when it 
became too worn or had served its purpose. The present impression is thus a 
great rarity and a reminder that, as Antony Griffiths has pointed out, that the 
vast majority of prints ever produced have not survived and are not known 
today. 


We are grateful to Catherine Jenkins, London, and Mark McDonald, 
Metropolitan Museum, New York, for their thoughts on dating and attributing 
this print. 
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UGO DA CARPI (ACTIVE 1502-1532) AFTER PARMIGIANINO 
(1503-1540) 


Diogenes 


chiaroscuro woodcut printed from four blocks in mushroom, olive, bluish- 
green and greyish-black, circa 1527-30, on laid paper, with an indistinct Circle 
watermark, a very good impression of the second state (of three), with the 
small area of shading on the proper right thigh removed but with the large 
shadow to the left of the right shoulder still present, trimmed to the image, the 
upper corners made up, several other repairs 

Sheet 479 x 345 mm. 


£10,000-15,000 US$13,000-18,000 


€12,000-17,000 


PROVENANCE: 
Private Collection, Southern Germany; acquired in 1966; then by descent to 
the present owner. 


LITERATURE: 
Bartsch 10; Servolini 12; Gnann 53-55; Takahatake 22-24 
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ANDREA ANDREANI (1558/59-1629) AFTER RAFFAELINO DA 
REGGIO (1550-1578) 


The Entombment 


chiaroscuro woodcut printed from four blocks in black, two shades of ochre 
and mushroom, 1585, on laid paper, watermark Head with pendant Letters 
CL (similar to Briquet 15650; Pisa, 1588-89), a fine, early impression of this 
large and uncommon print, printing strongly and evenly, with narrow to 
thread margins at right and below, trimmed to or just outside the borderline 
elsewhere, some folds and repairs 

Block 413 x 322 mm. 

Sheet 416 x 323 mm. 


£2,500-3,500 US$3,100-4,300 


€2,900-4,100 


PROVENANCE: 

Battista Venturi (d. 1899), Reggio Emilia (Lugt 1550; his blindstamp recto); 
his sale, H. G. Gutekunst, Stuttgart, 1-4 May 1899, lot 246 (‘Ausgezeichneter 
Abdruck’) (Mk. 10; to Gutekunst). 

Private Collection, Southern Germany; acquired in 1959; then by descent to 
the present owner. 


LITERATURE: 
Bartsch 24; Gnann 199 & 200; Takahatake 101 


For more information on this lot please visit christies.com 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*187 


HENDRICK GOLTZIUS (1558-1617) AFTER JAN VAN DER STRAET 
(1523-1605) 


Calaber (A Calabrian Horse), from: Horses from the Stable of Don 
John of Austria 


engraving, circa 1579, on laid paper, watermark Small Gothic P with Flower 
surmounted by Posthorn and Cross, a very fine, early impression, the various 
pentimenti and burnished areas along the outlines of the horse, especially at 
the jaw, chest and hind legs very pronouced, trimmed on or just inside the 
platemark, with thread margins in places, in good condition 

Plate 212 x 266 mm. 


PROVENANCE: 
With Graphisches Antiquariat und Kunsthandel H.-G. Braun, Wuppertal. 
Acquired from the above by the present owners in 2013. 


LITERATURE: 
Bartsch 291; Hollstein 340; Strauss 97; New Hollstein 355 


Sheet 215 x 268 mm. 
£1,000-1,500 US$1,300-1,800 
€1,200-1,700 
220 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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188 
HENDRICK GOLTZIUS (1558-1617) 
Pieta 


engraving, 1596, on laid paper, without watermark, a fine, strong impression 

of the second, final, state, printing with great clarity and contrasts, with thread 
margins on three sides, trimmed to the platemark at left, in very good condition 
Sheet 180 x 130 mm. 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 


PROVENANCE: 
Unidentified initials ES in a rectangle (Lugt 3498). 
Cleveland Museum of Art (Lugt 449c), dated 6/12/80 in pencil. 


LITERATURE: 
Bartsch 41; Hollstein 50; Strauss 331; New Hollstein 31 


Goltzius's virtuosity and mastery of the engraving technique places him 
amongst the greatest printmakers of all time. As the leading exponent of late 
16th century Mannerism, his printed oeuvre is however firmly rooted in the 


Renaissance tradition. His admiration of previous masters is immortalized 
in the Pieta, one the the peaks of his artistic development. As suggested 

by Huigen Leeflang, the likeness of Christ's body nestled on his weeping 
mother's lap recalls Michelangelo's famous marble sculpture in St. Peter's 
Basilica, which Hendrick had seen - and probably drawn - during his Roman 
sojourn in 1590. At the same time, as pointed out by Bartsch and before 
him, as early as 1604, by the painter and art historian Karel van Mander, 

the engraving undoubtedly pays homage to Albrecht Dürer, Goltzius' great 
predecessor and paragon to aspire to. He adapted several elements of The 
Virgin with the Swaddled Child of 1520 (Meder 40) for this composition. Just 
like Dürer draws attention to the Virgin's holiness by rendering her halo as a 
white orb that radiates light over the earth, so does Goltzius, in reverse. He 
further heightens the contrasts between the light radiating from the heads 
of the sorrowful mother and the dead Christ and the dark backdrop with 
Golgotha in the distance. Direr's Christ child, tightly wrapped, somewhat 
stiff and with His eyes closed, foretells the gloomy end depicted by Goltzius. 


(See H. Leeflang, G. Luijten, Hendrick Goltzius (1558-1617): Drawings, Prints 
and Paintings, 2003, no. 81, pp. 226-227.) 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*189 

JAN HARMENSZ MULLER (1571-1628) AFTER BARTHOLOMAUS 
SPRANGER (1546-1611) 

Amor and Psyche 

engraving, circa 1610, on laid paper, watermark Shield with Strasbourg Bend 
(Filedt Kok 1a), a fine impression of the second state (of four), trimmed to or 


inside the platemark but retaining a fillet of blank paper outside the subject on 
all sides, a few skilful repairs, generally in good condition 


Sheet 382 x 522 mm. 

£7,000-10,000 US$8,500-12,000 
€8,200-12,000 

PROVENANCE: 


A Family Collection, USA. 


LITERATURE: 

Bartsch, New Hollstein 70; 

A. Volrabova, B. Kubíková (eds.), Rudolf II and Masters of Printmaking, Prague, 
2012, p. 172, no. II1.12 (another impression illustrated). 


zi Ee, SES E 
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Hansan Mal gron 


This large, horizontal composition, rendered with exquisite sensuality 

and graphic finesse by Jan Harmensz. Muller, is inspired by a terracotta 
relief by Bartholomäus Spranger. The Dutch painter, also a highly talented 
draughtsman and sculptor, was one of the main protagonists of Northern 
Mannerism. This highly artificial and elevated visual language, rich with 
elongated, elegant poses and laden with explicit eroticism, developed at 
he court of Rudolf Il, Holy Roman Emperor, who had moved the capital of 
he Habsburg Empire from Vienna to Prague, where he gathered under his 
patronage the best artists and craftsmen of all disciplines. 


The scene here depicts the moment when Amor, sent by Venus to castigate 
Psyche for her beauty, gazes at her as she sleeps naked on her bed, and falls 
in love with her. It is one of a group of prints, made by engravers working 

or the court of Rudolf Il, based on the story of Amor and Psyche as told by 
Lucius Apuleius (circa 124 - after 170 A.D.) in his novel The Golden Ass. 
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PROPERTY FROM THE COLLECTION OF JOHN KASMIN, LONDON 


190 

HENDRIK GOUDT (1583-1648) AFTER ADAM ELSHEIMER 
(1578-1610) 

Ceres seeking her Daughter 

etching and engraving, 1610, on laid paper, without watermark, a fine 
impression, printing with great clarity and intense contrasts, with wide 


margins, in very good condition 
Plate 316 x 242 mm. 


Sheet 363 x 272 mm. 

£5,000-7,000 US$6,100-8,500 
€5,900-8,100 

LITERATURE: 


Bartsch, Hollstein 5 
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HENDRIK GOUDT (1585-1630) AFTER ADAM ELSHEIMER (1578- 
1610) 


Tobias and the Angel (‘The Large Tobias’) 


engraving with etching, 1613, on laid paper, watermark Strasbourg Lily, a fine 
impression, printing very clearly and evenly, velvety and with great definition 
even in the darkest areas, the vertical polishing scratches clearly visible in 
the text border at lower right, trimmed to or just outside the subject, in good 
condition 


Sheet 251 x 255 mm. 

£1,500-2,500 US$1,900-3,000 
€1,800-2,900 

LITERATURE: 


Bartsch, Hollstein 2 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*192 


CHRISTOFFEL JEGHER (1596-1653) AFTER PETER PAUL 
RUBENS (1577-1640) 


The Infant Christ and Saint John playing with a Lamb 


woodcut, circa 1635, on laid paper, watermark 4 IB, with countermark Letter 
M, avery good impression of the second state (of three), printing with good 
clarity and contrasts, a little dryly in places, trimmed to the borderline at upper 
left, with narrow margins elsewhere, some small repairs in places, generally in 
good condition 

Block 340 x 455 mm. 

Sheet 342 x 459 mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 

Metropolitan Museum of Art, New York (Lugt 1943), with their duplicate 
stamp (Lugt 5212), initialled JJM and dated 5/27/70 in pencil. 

A Family Collection, USA. 


LITERATURE: 
Hollstein 5 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*193 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Self-Portrait with Cap pulled forward 


etching with touches of drypoint, circa 1630, on laid paper, a very good, tonal 

impression of the ninth state (of ten), with narrow to thread margins, trimmed 
on or just inside the platemark at right, with an inky plate edge at left, a small 

pale tape stain above the cap 


Sheet 52 x 42 mm. 

£10,000-15,000 US$13,000-18,000 
€12,000-17,000 

PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein; Hind; New Hollstein 71 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*194 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Self-Portrait in a Fur Cap: Bust 


etching, 1630, on laid paper, without watermark, a very good impression of 
New Hollstein's sixth, final state, still printing with tiny touches burr around his 
right eye, just beginning to show minor wear in places, with margins, in very 
good condition 


Plate 61x53 mm. 

Sheet 76 x 67 mm. 

£15,000-25,000 US$19,000-30,000 
€18,000-29,000 

PROVENANCE: 


Unidentified, armorial stamp in purple verso. 

Fursten zu Oettingen-Wallerstein (Lugt 2715a); probably acquired by Kraft 
Ernst von Oettingen-Wallerstein (1748-1802), Maihingen, Bavaria; then by 
descent; their sale, C. G. Boerner, Leipzig, 28 May 1935, lot 221 (‘Sehr schön. 
Mit viel Rand’). 

With Kunsthandel Helmut Rumbler, Frankfurt am Main. 

Acquired from above from the present owners in 2012. 


LITERATURE: 
Bartsch, Hollstein 24; Hind 29; New Hollstein 72 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*195 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 


Sheet of Studies: Head of the Artist, a Beggar Couple, Heads of an 
Old Man and Old Woman, etc. 


etching, 1632, on laid paper, watermark fragment Basilisk (see Hinterding 
A-a-a or A-a-b), a fine impression of the second, final state, printing strongly, 
with a light plate tone and many accidental marks, with thread margins or 
trimmed to or just outside the platemark, in very good condition 
Plate 100 x 104 mm. 


Sheet 101x105 mm. 

£25,000-35,000 US$31,000-42,000 
€30,000-41,000 

PROVENANCE: 


Unidentified initials GLB in pencil verso (Lugt 1172b). 

A. P. F. Robert-Dumesnil (1778-1864), Paris (Lugt 2200); his sale, Phillips, 
London, 12-14 April 1836, lot 321 (to Tiffin for Claussin). 

Chevalier Ignace-Joseph de Claussin (1766-1844), Paris and London (see Lugt 
485, without his mark); probably his sale, Paris (expert Paillet), 9 September 
1844. 


Dr August Strater (1810-1897), Aachen, Germany (Lugt 787); his sale, H. G. 
Gutekunst, Stuttgart, 10-14 May 1898, lot 887 (‘Prachtvoller Abdruck mit 
Rändchen') (to Mathey). 

Paul Mathey (1844-1929), Paris (Lugt 2100b); his sale, Hotel Drouot, Paris, 9 
April 1924, lot 151. 

With Lecaplain et Cie. Paris (see Lugt 1664c; without mark); probably one of 
their sales, Paris (experts M. Rousseau and P. Briquet), 1949. 

Mrs l. de Bruijn (without mark; not in Lugt). 

M. J. Boele van Hensbroek (without mark; not in Lugt); his sale, Sotheby's, 
London, 21 March 1972, lot 133 (to Boerner). 

With C. G. Boerner, Dusseldorf & New York. 

Leslie E. Lancy (1911-1996), Ellwood City, Pennsylvania (Lugt 4796). 

With Kunsthandel Helmut Rumbler, Frankfurt am Main. 

Acquired from above by the present owners in 2012. 


LITERATURE: 
Bartsch, Hollstein 363; Hind 90; New Hollstein 115 

The present impression is printed on a sheet with a Basilisk watermark 
fragment (see Hinterding A-a-a or A-a-b). According to Hinterding, the 
earliest occurence of this watermark in Rembrandt's oeuvre is circa 1632, on 
an impression of the Raising of Lazarus (New Hollstein 113). 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*196 

REMBRANDT HARMENSZ. VAN RIN (1606-1669) 

Self-Portrait ina Cap and Scarf with the Face dark: Bust 

etching, 1633, on laid paper, without watermark, a very fine impression of New 
Hollstein's third state (of five), printing very darkly and evenly, with a light plate 
tone, with small margins, in very good condition 


Plate 131 x 102 mm. 
Sheet 137 x 109 mm. 


£10,000-15,000 US$13,000-18,000 
€12,000-17,000 


228 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROVENANCE: 

Unidentified, a paraphe in brown ink verso (not in Lugt). 
With Kunsthandel Helmut Rumbler, Frankfurt am Main. 
Acquired from the above by the present owners in 2012. 


LITERATURE: 
Bartsch, Hollstein 17; Hind 108; New Hollstein 120 
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*197 
HARMENSZ. VAN RIJN REMBRANDT (1606-1669) 
Self-Portrait wearing a soft Cap: full Face, Head only 


etching, circa 1634, on laid paper, a tiny circular watermark fragment 
(Foolscap?), a good impression of the only state, just beginning to show some 
wear in places, with wide margins, in very good condition 


Plate 50x44 mm. 

Sheet 82 x68 mm. 

£20,000-30,000 US$25,000-36,000 
€24,000-35,000 

LITERATURE: 


Bartsch, Hollstein 2; Hind 57; New Hollstein 133 


Few other artists depicted themselves as regularly and with such variety and 
psychological insight as Rembrandt van Rijn (1606-1669). He painted himself 
before the mirror on at least forty occasions, and etched no fewer than 32 
self-portraits in a career that stretched over three decades. Rembrandt used 
his own features to explore the workings of the human physiognomy. These 
works, in which the artist depicted himself shouting, laughing or frowning, 
not only demonstrate his virtuosity as a portraitist and etcher but also his 
acute emotional sensibility and extraordinary power of observation. Most of 
his etched self-portraits were made from the early to the late 1630s (see also 
lots 193 to 196). Although the artist moved away from these explicit studies 
of human emotion, his self-portraits created after 1630s are testament to an 
ongoing interest in character and persona (see lots 198 and 199). In 1631 he 
moved to Amsterdam and very quickly achieved acclaim as a portraitist. 


This very small, almost stamp-size self-portrait was created circa 1634 when 
the artist was 28 years old. The artist focuses solely on his youthful face, 
wearing a soft cap whose rim falls over his long, curly hair caressing his 
neck. His gaze is firm and steadfast, but there is a good-natured, confident, 
perhaps slightly mocking twinkle in his eyes. 
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(actual size) 


PROPERTY FROM THE COLLECTION OF THE LATE ANTHONY POWELL 


198 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Self-Portrait in a flat Cap and embroidered Dress 


etching, circa 1642, on laid paper, without watermark, a good but slightly later 
impression of the third, final state, a partial thread margin above, trimmed on 

the platemark at left and right, trimmed slightly into the subject below, some 

thin spots, window-mounted 


Sheet 90x64 mm. 

£2,000-3,000 US$2,500-3,600 
€2,400-3,500 

PROVENANCE: 


Christie's, London 30 November 1999, lot 90 (£1,610; to Powell). 
Anthony Powell (1935-2021), London, acquired at the above sale. 


LITERATURE: 
Bartsch, Hollstein 26; Hind 157; New Hollstein 210 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*199 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Self-Portrait etching at a Window 


etching with drypoint, 1648, on laid paper, without watermark, a very good 
impression of New Hollstein's eighth state (of nine), with the posthumous 
rework, trimmed to the subject, in very good condition 

Plate & Sheet 157 x 129 mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


PROVENANCE: 
Ferdinand King of Portugal (1816-1885) (Lugt 968); his sale, J. M. Heberle, 
Cologne, 29 November 1893 (and following days), lot 2032. 

With Colnaghi & Co., London; and Kennedy Galleries, New York (their stock 
number a 37102 in pencil verso). 

With Kunsthandel Helmut Rumbler, Frankfurt am Main. 

Acquired from the above by the present owners in 2011. 


LITERATURE: 
Bartsch, Hollstein 22; Hind 229; New Hollstein 240 
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PROPERTY FROM A PRIVATE ENGLISH COLLECTION 
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REMBRANDT HARMENSZ. VAN RUN (1606-1669) 

Bust of a Man wearing a high Cap, three quarters right: The Artist's 
Father (?) 

etching, 1630, on laid paper, without watermark, a very fine impression of 
third state (of six), printing strongly and without any wear, with a light plate 


tone, with thread margins or trimmed to the platemark in places, in very good 
condition 


Plate & Sheet 102 x 84mm. 

£4,000-6,000 US$4,900-7,300 
€4,700-7,000 

PROVENANCE: 


Unidentified (early to mid-18th century), England or Netherlands (Lugt 2923b; 
see Stogdon, 2011, p. 375). 

Possibly John Barnard (1709-1784), London (Lugt 1420; without mark); 
presumably to his daughter Ann. 

Jan Chalon (1738-1795), Amsterdam, Paris and London (Lugt 439); presumably 
through marriage with Ann Barnard; then by descent to their daughter 
Carolina Susanna. 


With Christiaan Josi (1765-1828), Amsterdam and London (see Lugt 573; 
without mark); through marriage with Carolina Susanna Chalon; sold as part 
of Chalon's collection of Rembrandt prints through Thomas Philipe, London, to 
R. Pole Carew. 

Reginald Pole Carew (1753-1835), Torpoint, Cornwall (not in Lugt); his sale, Mr. 
Wheatley's, London, 13-15 May 1835, lot 326 (with another impression) (£ 5.5; 
to Rudge). 

Edward Rudge (1763-1846), Abbey Manor, Evesham, Worchestershire, and 
London (see Lugt 900; without mark as is common); then by descent to his 
great-grandson John Edward Rudge (1903-1970); his sale, Christie's, London 
16-17 December 1924, lot 296 (sold with B. 321 and counterproofs of the same 
-'from the Carew's and Barnard Collections’) (£12-12; to Macdonald). 


LITERATURE: 
Bartsch, Hollstein 321; Hind 22: New Hollstein 57 


The present impression compares favourably to the two examples of the 
third state (inv. nos. 1843,0607.202 and 1843,0513.276) and is of similar 
printing quality as the first state impression (inv. no. 1843,0607.201) in the 
British Museum. 
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*201 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 


The Artist's Mother seated at a Table, looking right: three Quarter 
Length 


etching, circa 1631, on laid paper, watermark Arms of Württemberg 
(Hinterding B.a.), a very fine, early impression of the second state (of three), 
printing strongly and evenly, with the spot of burr on the nose very prominent, 
the intricate lines on her face and hands printing very clearly, with narrow to 
thread margins, in very good condition 

Plate 147 x 130 mm. 

Sheet 148 x 131mm 


£15,000-25,000 US$19,000-30,000 
€18,000-29,000 


PROVENANCE: 

Alfred Morrison (1821-1897), London and Fonthill, Wiltshire (Lugt 151); 
presumably his posthumous sale, Sotheby's, London, 11-14 July 1906. 

With Kennedy Galleries, New York (with their label on the back of the frame). 


LITERATURE: 
Bartsch, Hollstein 343; Hind 52; New Hollstein 91 


The identity of the sitter of this portrait is not ultimately confirmed, but 
there is little doubt that it is a portrait of Rembrandt's mother. In 1679, the 


Amsterdam print dealer Clement de Jonghe described another portrait plate, 


clearly showing the same woman, as the artist’s mother. New Hollstein 
records no fewer than 16 different watermarks on impressions of this print, 
evidence of how popular it must have been and how frequently Rembrandt 
reprinted it. Although not a rare print, early impressions such as the present 
one are difficult to find, as the dense work of her stole and veil and the fine 


lines which so beautifully describe her wrinkled face and hands wore quickly. 
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ALWAYS IN STYLE: PROPERTY FROM THE COLLECTION OF HERBERT KASPER 


*202 

REMBRANDT HARMENSZ. VAN RUN (1606-1669) 

Studies of the Head of Saskia and Others 

etching, 1636, on laid paper, watermark PARIS 1680 ina Shield (Hinterding 
Miscelleanous A-g), a good, slightly later impression, with small margins, in 
good condition 


Plate 151x126 mm. 
Sheet 155 x 131mm. 


£5,000-7,000 US$6,100-8,500 
€5,900-8,100 


LITERATURE: 
Bartsch, Hollstein 365; Hind 145; New Hollstein 157 
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PROPERTY OF A PRIVATE GERMAN COLLECTOR 


*203 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Abraham and Isaac 


etching with engraving, 1645, on laid paper, without watermark, a fine 
impression of the first state (of two), printing very clearly, with good contrasts 
and a light plate tone in the lower subject, with thread margins at left and 
above, trimmed on the platemark but outside the borderline at right and below, 
in very good condition 

Plate 155 x 127 mm. 

Sheet 157 x 128 mm. 


£25,000-35,000 US$31,000-42,000 


€30,000-41,000 


PROVENANCE: 

Dr Friedrich Andreas Lieberg (1898 - after 1965), Kassel, Milan, Buenos 
Aires (Lugt 1681ter); his posthumous sale, Kornfeld, Bern, 21 June 1979, lot 13 
(Ausgezeichneter, fein ausgewogener Friihdruck mit stark rauh zeichnenden 
Plattenkanten.') (CHF 10,000). 


With Colnaghi & Co., London (with their stocknumber C 24393 in pencil verso). 


LITERATURE: 
Bartsch, Hollstein 34; Hind 214; New Hollstein 224 


For more information on this lot please visit christies.com 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*204 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Abraham's Sacrifice 


etching and drypoint, 1655, on laid paper, without watermark, a fine and 
atmospheric impression of the only state, printing with considerable burr to 
the left of the logs beneath the bowl and elsewhere, with small margins on 
three sides, a wider margin below, in very good condition 

Plate 156 x 131mm. 

Sheet 165 x 135 mm. 


£40,000-60,000 US$49,000-73,000 


€47,000-70,000 


PROVENANCE: 

Thomas Thane (1782-1846), London (Lugt 811); his sale, Sotheby's, London 
25-30 May 1846, lot 982 (with two others; ‘fine impressions’). 

Inscribed ‘Smith 2 CRA' in pencil verso. 

With Craddock & Barnard, London, 1955 (according to the following); 
presumably acquired from Smith. 

Christie's, London, 4 December 2007, lot 209 (£46,100). 

A Family Collection, USA; acquired at the above sale. 


LITERATURE: 
Bartsch, Hollstein 35; Hind 283; New Hollstein 287 


For more information on this lot please visit christies.com 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*205 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
The Triumph of Mordecai 


etching with drypoint, circa 1641, on laid paper, watermark fragment Pendant 
Initials 4WR (Strasbourg Bend or Lily), a very fine impression of New 
Hollstein's third state (of four), printing with much burr on the figures and 

the architecture to the left and at the extreme right, with narrow margins, a 
pinpoint rust spot on Mordecai's lip, generally in very good condition 

Plate 173 x 215 mm. 

Sheet 177 x 218 mm. 


£20,000-30,000 US$25,000-36,000 


€24,000-35,000 


PROVENANCE: 
The Montclair Art Museum, Montclair, New Jersey; Christie's, New York, 11 
May 1993, lot 36 ($17.000). 

Christie's, London, 31 March 2010, lot 55. 

A Family Collection, USA; acquired at the above sale. 


LITERATURE: 
Bartsch, Hollstein 40; Hind 172; New Hollstein 185 


236 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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PROPERTY FROM A PRIVATE ENGLISH COLLECTION 
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REMBRANDT HARMENSZ. VAN RUN (1606-1669) 

The Presentation in the Temple with the Angel: Small Plate 

etching with drypoint, 1630, on laid paper, without watermark, a fine 
impression of the second, final state, still printing with tiny touches of burr on 
Simeon's hand and Anna's face, the foul-biting below printing strongly, with 


thread margins, some thin spots and small repairs 
Plate & Sheet 104x79 mm. 


£3,000-5,000 US$3,700-6,100 
€3,500-5,800 


LITERATURE: 
Bartsch, Hollstein 51; Hind 18; New Hollstein 54 


For more information on this lot please visit christies.com 
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*207 

REMBRANDT HARMENSZ. VAN RUN (1606-1669) 

The Circumcision: Small Plate 

etching with drypoint, circa 1630, on laid paper, partial watermark Paschal 
Lamb (Hinterding A.a or A.b), a good impression of the only state, still printing 
with touches of burr on the baby's mouth, head and upper body, beginning to 


show some wear in the darkest areas, with wide margins, a few skilfull repairs, 
otherwise in good condition 


Plate 88 x 65 mm. 

Sheet 115 x 96 mm. 

£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

LITERATURE: 


Bartsch, Hollstein 48; Hind 19; New Hollstein 55 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


(actual size) 


PROPERTY FROM A PRIVATE ENGLISH COLLECTION 


208 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
The Adoration of the Shepherds: with the Lamp 


etching, circa 1654, on laid paper, without watermark, a very good impression 
of New Hollstein’s third, final state, trimmed on or just outside the platemark, 
some pale, scattered foxmarks, otherwise in good condition 

Plate 104 x 129 mm. 


Sheet 106 x 130 mm. 

£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

LITERATURE: 


Bartsch, Hollstein 45; Hind 273; New Hollstein 279 


The present etching is one from a series of six prints depicting scenes from 
the childhood and youth of Christ, made by Rembrandt in 1654. For other 
prints from this group, please see the following three lots. 
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(actual size) 


PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*209 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
The Flight into Egypt: crossing a Brook 


etching with engraving, drypoint and open-bite, 1654, on laid paper, 
countermark Initials LAK (see Hinterding a.b), a fine impression of the only 
state, with touches of burr and the watery open-bite below printing strongly, 
with small margins, in very good condition 

Plate 93x 144mm. 

Sheet 103 x 153 mm. 


£12,000-18,000 US$15,000-22,000 


€14,000-21,000 


PROVENANCE: 
A Family Collection, USA. 


LITERATURE: 
Bartsch, Hollstein 55; Hind 276; New Hollstein 277 


One of a total of eight prints on the theme of the Flight into Egypt or the 
Rest on the Flight, all of which differ greatly in style, composition and format, 
the present version demonstrates Rembrandt's urge to experiment and his 
success in adapting to different challenges. By loosely applying acid directly 
onto the plate, a technique called open-bite, Rembrandt created a visual 
effect which perfectly imitates the fluid nature of the water of the brook at 
the lower edge of the plate. 


240 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


(actual size) 


PROPERTY FROM A PRIVATE ENGLISH COLLECTION 


210 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Christ seated disputing with the Doctors 


etching, 1654, on laid paper, without watermark, a very good impression of 
the only state, with narrow margins, a couple of printer's creases, otherwise in 
good condition 


Plate 94 x 144 mm. 

Sheet 98 x 147 mm. 

£5,000-7,000 US$6,100-8,500 
€5,900-8,100 

PROVENANCE: 


Ducs d'Arenberg, Brussels and Nordkirchen, Westphalia (Lugt 567); their sale, 
Christie's, London, 14 July 1902 (and following days), lot 393 (with another; £ 
3-5; to Maggs). 


LITERATURE: 
Bartsch, Hollstein 64; Hind 277; New Hollstein 281 


a 


eg EE 


Rembrandt depicted this subject on three different occasions and in 

the present example altered the traditional compositional structure, as 
regularly seen in Renaissance representations of the event, with Christ 
placed on a raised platform instructing the elders, as a manifestation of 
the New Law overcoming the Old. Rembrandt's decision to move away 
from this iconography may have been influenced by Calvin's understanding 
of the Gospel of Luke, emphazing the elders’ acknowledgement of the 
child's divinity and their invitation to sit among them. For the reformer, the 
miracle related to the fact that the doctors treated Jesus as an equal. This 
sense of equality and Christ's divine humility is reflected by Rembrandt's 
compositional choice. 


(See M. Rosenberg, Rembrandt's Religious Prints, Bloomington, 2017, n. 39, 
p. 226-228.) 
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PROPERTY FROM A PRIVATE ENGLISH COLLECTION 


211 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Christ returning from the Temple with His Parents 


etching with drypoint, 1654, on laid paper, without watermark, a very fine, 
early impression of the only state, printing with much burr and plate tone, with 
pronounced wiping marks and intense contrasts, with small margins, in very 
good condition 


Plate 94 x144 mm. 

Sheet 100 x 149 mm. 

£60,000-80,000 US$74,000-98,000 
€70,000-93,000 

PROVENANCE: 


Probably with Colnaghi & Co., London, and Kennedy Galleries, New York (with 
their stocknumber 245136 in pencil verso). 


LITERATURE: 
Bartsch, Hollstein 60; Hind 278; New Hollstein 276 


Rembrandt's interest in the effects and depiction of light and darkness was a 
constant factor throughout his artistic development, and resulted in tireless 
exploration and experimentation in various media. The Parisian art dealer 
and author of the first catalogue raisonné of Rembrandt's prints, Edmé- 
Francois Gersaint wrote in 1744 that '... his reputation is due to his genius, 

his reflections and his continuous study of effects of light in nature, which he 
portrayed with a surprising exactitude and force’. 


Christ returning from the Temple with his Parents demonstrates his ability 

to achieve highly atmospheric, chiaroscuro effects on a small scale. It is the 
final in a series of six prints of 1654, depicting events from the childhood and 
youth of Christ. Despite the unifying theme and the similar format of this 
group, the present plate is the only one from the series executed to any great 
extent with drypoint. The velvety effects of the burr heightens the contrast 
between light and shadow, enhancing 'the impression of a bright, sunny 

day - which no doubt explains why Joseph needed his broad-brimmed hat.’ 
(Hinterding, 2014). 


Over the course of its history the scene has been variously interpreted 

as another version of the Holy Family's Flight into Egypt or their return to 
Galilee, including by Gersaint and Bartsch. It was only in the early 18th 
century that the subject was first identified as relating to an episode from 
the Gospel of Saint Luke. The twelve year-old Jesus, having gone missing in 
Jerusalem during the feast of Passover, is discovered by his parents sitting 
among the rabbis in the temple : ‘And all that heard him were astonished at 
his understanding and answers. And when they saw him, they were amazed: 
and his mother said unto him, Son, why hast thou thus dealt with us? behold, 
thy father and | have sought thee sorrowing. And he said unto them, How is 
it that ye sought me? wist ye not that | must be about my Father's business? 
And they understood not the saying which he spake unto them. And he went 
down with them, and came to Nazareth, and was subject unto them: but 

his mother kept all these sayings in her heart’. (Luke 2, 47-51, King James 
version.) 


Rembrandt's etching depicts the Holy Family as they return home to 
Nazareth after this episode, with the boy Jesus flanked by his weary parents, 
each holding one of his hands, accompanied by a small dog. It is a glimpse of 
family life, a child suspected of truancy being firmly escorted by his parents 
while plaintively pleading his innocence. In the background is a sunlit vista 
full of bucolic charm, with shepherds watering their flocks at a small river, 
and a bridge and city nestled in the foothills of a craggy landscape. The 
lengthening shadows, created with generously applied drypoint, wonderfully 
evokes the late afternoon as the family sets out on their long journey. The 
landscape formula of the deep valley and the addition of the lively little dog is 
reminiscent of his teacher Pieter Lastman's landscapes. 


The Loss of the Child Jesus is one of the seven sorrows of the Mater 
Dolorosa, a popular topos of Christian imagery and devotion. The hunched 
posture of the Virgin and her grieved faced convey this quiet misery. Despite 
Mary's sorrowful expression, the print is a very tender, intimate depiction of 
the Holy Family, and may reflect the artist's personal circumstances at the 
time: his son Titus had turned twelve the year before, and in 1654 Hendrickje 
Stoffels gave birth to their daughter, Cornelia. 


The present impression prints with rich burr and much plate tone and 
wiping marks, and is an excellent example for Rembrandt's experiments with 
drypoint, tone and other atmospheric effects in his printmaking practice 
during the early 1650s. It compares well with the Cracherode impression on 
Japan paper in the British Museum. 


E. Hinterding, Rembrandt, The Late Works, London, 2014, p. 173-191. 


C. M. Rosenberg, Rembrandt's Religious Prints, Bloomington, 2017, n. 40, p. 
236-241. 
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(actual size) 
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(actual size) 


PROPERTY FROM A PRIVATE ENGLISH COLLECTION 


212 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Christ and the Woman of Samaria: An arched Print 


etching with drypoint, 1657, on laid paper, without watermark, a very good, 
strong impression of the fourth state (of five), still printing with touches of burr, 
trimmed on or just outside the platemark, in very good condition 

Plate & Sheet 126 x 161 mm. 


PROVENANCE: 

Presumably the painter Giuseppe Bossi (1777-1815), Busto Arsizio and Milan 
(see Lugt 281); then by descent to his nephew. 

Giuseppe Bossi II (1801-1834), Busto Arsizio and Milan (Lugt 281, recto); 
presumably his sale, J.P. Giegler, Milan, 20 February 1818. 


LITERATURE: 
Bartsch, Hollstein 70; Hind 294; New Hollstein 302 


£4,000-6,000 US$4,900-7,300 
€4,700-7,000 
244 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


(actual size) 


*213 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Christ at Emmaus: the Smaller Plate 


etching and drypoint, 1634, on laid paper, without watermark, a good 
impression of the only state, beginning to show some wear in places, with 
small to thread margins, some pale stains, otherwise in good condition 
Plate 103 x 74mm. 


Sheet 107 x79 mm. 

£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

LITERATURE: 


Bartsch, Hollstein 88; Hind 121; New Hollstein 129 
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(actual size) 


PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*214 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Christ driving the Money Changers from the Temple 


etching with drypoint, 1635, on thick laid paper, without watermark, a fine 
impression of the first state (of four), printing with great clarity and intense 
contrasts, with touches of burr and much ink relief, with thread margins on 
three sides, trimmed to or just inside the platemark at left, some pale staining, 


W 


LL) 


i 


PROVENANCE: 
Christie's, London, 20 March 2013, lot 13. 

With Kunsthandel Helmut Rumbler, Frankfurt am Main. 
Acquired from the above by the present owners in 2013. 


LITERATURE: 
Bartsch, Hollstein 69; Hind 126; New Hollstein 139 


PROPERTY FROMA PRIVATE SWISS COLLECTION 


*215 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
The Descent from the Cross by Torchlight 


etching and drypoint, 1654, on laid paper, watermark Arms of Amsterdam 
(indistinct, probably Hinterding A.d.), a very fine, rich and velvety impression 
of the first state (of four), printing with intense contrasts and much burr, with 
small margins, in very good condition 


PROVENANCE: 
George Bigrklund (1887- after 1968), Stockholm (Lugt 1138c); not in his sale at 
Klipstein & Kornfeld, Bern, 4 June 1957. 


LITERATURE: 
Bartsch, Hollstein 83; Hind 280; New Hollstein 286 


For more information on this lot please visit c 


otherwise in very good condition Plate 211x162 mm. 
Plate & Sheet 138 x 171 mm. Sheet 217 x 168 mm. 
£12,000-18,000 US$15,000-22,000 £20,000-30,000 US$25,000-36,000 
€14,000-21,000 €24,000-35,000 
246 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 247 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*216 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
The Good Samaritan 


etching, 1633, on laid paper, watermark Foolscap with five-pointed Collar 
(Hinterding E a, circa 1639-40), a very good impression of the fourth, final 
state, beginning to show some wear, with small margins, in very good 


condition 

Plate 257 x 208 mm. 

Sheet 262 x 213 mm. 

£18,000-25,000 US$22,000-30,000 
€21,000-29,000 

PROVENANCE: 


Unidentified circular blindstamp, possibly Lugt 2923b (early to mid-18th 
century), England or Netherlands (see Stogdon, 2011, p. 375). 

Alfred Seymour (1824-1888), London and Trent (Lugt 176); his sale, Christie's, 
London, 4 April 1878, lot 61 (£ 8.15). 

Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein 90; Hind 101; New Hollstein 116 


248 In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 249 
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(actual size) 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*217 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Saint Jerome reading 


etching, 1634, on laid paper, without watermark, a fine impression of the only 
state, with narrow margins, in good condition 


PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 


Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


Plate 109 x 90 mm. LITERATURE: 
Sheet 112 x 92 mm. Bartsch, Hollstein 100; Hind 119; New Hollstein 126 
£7,000-10,000 US$8,500-12,000 
€8,200-12,000 
250 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


(actual size) 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*218 

REMBRANDT HARMENSZ. VAN BRUN (1606-1669) 

The Martyrdom of Saint Stephen 

etching, 1635, on laid paper, without watermark, a very fine, lively impression 
of the first state (of four), with rich contrasts and touches of burr on the Saint's 
robe and right heel, with narrow to thread margins, in very good condition 


Plate 95 x 85 mm. 
Sheet 97 x 87 mm. 


£7,000-10,000 US$8,500-12,000 
€8,200-12,000 


PROVENANCE: 

Frederik Ferdinand Hansen (1823-1916), Copenhagen (Lugt 2813); his sale, C. 
G. Boerner, Leipzig, 2-4 May 1901, lot 445 (‘Ausgezeichneter erster Abdruck des 
ersten Zustandes vor den feinen Arbeiten in den Schatten, z. B. bei dem Manne, 
welcher den Stein aufhebt. Mit Händchen), 

Unidentified, initial H in brown ink verso (not in Lugt). 

nscribed 'Colnaghi' in pencil verso. 

Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 

Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein 97; Hind 125; New Hollstein 140 
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(actual size) 


*219 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 


Bust of an Old Man with a Fur Cap and Flowing Beard, nearly full 
Face 


etching, circa 1631, on laid paper, without watermark, a good impression of this 
lightly etched print, the second, final state, with small margins, some skilfull 


repairs 

Plate 63x53 mm. 

Sheet 68 x58 mm. 

£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

PROVENANCE: 


An unidentified circular collector's mark in brown ink (faded). 


LITERATURE: 
Bartsch, Hollstein 312; Hind 49; New Hollstein 82 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*220 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Bearded old Man in high Fur Cap, with Eyes closed 


etching, circa 1635, on laid paper, without watermark, a fine impression of the 
second state (of four), trimmed on the platemark or with thread margins in 
places, a small abrasion on the shoulder, otherwise in good condition 
Plate 113 x 104 mm. 


Sheet 115 x 105 mm. 

£7,000-10,000 US$8,500-12,000 
€8,200-12,000 

PROVENANCE: 


Dr Michael Berolzheimer (1866-1942), Firth, Munich and Untergrainau, 
Germany, Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein; Hind; New Hollstein 148 


252 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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(actual size) 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*221 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Bearded Man ina Velvet Cap with a Jewel Clasp 


etching, 1637, on laid paper, without watermark, a very good but slightly later 
impression of the only state, with narrow margins on three sides, trimmed to 
or just outside the platemark at right, with tiny touches of pen and ink in the 
darkest areas, otherwise in good condition 

Plate 95 x 82 mm. 

Sheet 97 x 83 mm. 


£7,000-10,000 US$8,500-12,000 
€8,200-12,000 


PROVENANCE: 
Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein 313; Hind 150; New Hollstein 163 
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(actual size) 


PROPERTY FROM A PRIVATE SWISS COLLECTION 


*222 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
A young Man ina Velvet Cap (Petrus Sylvius?) 


etching, 1637, on laid paper, without watermark, a very good impression 
of New Hollstein's second, final state, with narrow margins, in very good 
condition 

Plate 96 x 84mm. 

Sheet 100 x 87 mm. 


US$15,000-22,000 
€14,000-21,000 


£12,000-18,000 


PROVENANCE: 
With Colnaghi, London (their stock number C. 33540 in pencil verso); bought 
from J. T. R. Edmiston, 20 October 1964. 

Private Collection, England; acquired from the above, 26 February 1965 (£680, 
with two others); their posthumous sale, Fifty Prints by Rembrandt van Rijn-A 
Private English Collection, 5 July 2016, lot 15. 

Acquired at the above sale by the present owner. 


LITERATURE: 
Bartsch, Hollstein 268; Hind 151; New Hollstein 164 


254 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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(actual size) 


PROPERTY OF THE ART GALLERY OF ONTARIO, DEACCESSIONED TO BENEFIT ART 
PURCHASES AT THE AGO 


*223 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Old Man shading his Eyes with his Hand 


etching and drypoint, circa 1639, on thin laid paper, without watermark, a good 
impression of the first state (of three), trimmed to or just inside the platemark, 
in good condition 

Plate & Sheet 137 x 114 mm. 


US$4,900-7,300 
€4,700-7,000 


£4,000-6,000 


PROVENANCE: 
Sir Byron Edmund Walker (1848-1924), Toronto. 

Art Gallery of Ontario, Toronto, inventory number 1482 (with their labels and 
deaccession stamp on the mount); bequeathed by the above and received in 
1926. 


LITERATURE: 
Bartsch, Hollstein 259; Hind 169; New Hollstein 175 
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(actual size) 


ALWAYS IN STYLE: PROPERTY FROM THE COLLECTION OF HERBERT KASPER 


*224 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Old Man with a divided Fur Cap 


etching with drypoint, 1640, on laid paper, watermark fragment Foolscap, a 
very good impression of the first state (of two), with the slipped stroke from 
the cap to his left cheek bone, printing with touches of burr on the thumb and 
the lower borderlines, trimmed inside the platemark above, trimmed to or just 
inside the platemark elsewhere, in very good condition 


aa gëf - ah oe 


PROVENANCE: 
With Lucien Goldschmidt, New York (his label verso). 
Herbert Kasper (1926-2020), New York; presumably acquired from the above. 


LITERATURE: 
Bartsch, Hollstein 265; Hind 170; New Hollstein 182 


Sheet 147 x138 mm. 
£5,000-7,000 US$6,100-8,500 
€5,900-8,100 
256 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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*225 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Man at a Desk wearing a Cross and Chain 


etching, 1641, on laid paper, without watermark, a fine impression of the 
second state (of five), printing with a light plate tone, a thread margin above, 
trimmed to or just inside the platemark elsewhere, the lower left corner made 
up, otherwise in good condition 

Plate & Sheet 154x104 mm. 


£8,000-12,000 US$9,800-15,000 


€9,300-14,000 


PROVENANCE: 

Thomas Thane (1782-1846), London (Lugt 811); his sale, Sotheby's, London, 25 
May 1846 and following days, lot 994 (sold with three others; ne). 

Adalbert Freiherr von Lanna (1836-1909), Prague (Lugt 2773); his sale H. G. 
Gutekunst, Stuttgart, 11 May 1909 (and following days), lot 2673 (‘Vorztiglicher 
Abdruck des 2. Zustandes mit dem Halskragen, aber vor der Uberarbeitung der 
weissen Stellen am oberen Rande.’) (Mk. 400). 


LITERATURE: 
Bartsch, Hollstein 261; Hind 189; New Hollstein 194 


The identity of the sitter of this very atmospheric portrait is unknown: several 
names have been cautiously suggested in the literature, including Nicolaes 
de Bye, councillor for the King of Poland, and the fellow artist Jan Lievens. 
Who ever he was, the same person appears to be the model for another of 
Rembrandt's etchings of the same year, The Card Player (NH 193). The head 
of the fair sitter, caught in a contemplative state, is lightly etched and the 
upturned collar mostly blank, creating a strong contrast against the dark 
background and the elaborately etched details of his luxurious 16th century 
dress. 


By leaving the upper and upper right edge of the background unhatched and 
blank towards the platemark, Rembrandt seems to deliberately reveal the 
illusory nature of the picture plane. 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*226 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Ephraim Bonus, Jewish Physician 


etching with engraving and drypoint, 1647, on laid paper, watermark Strasbourg Lily, a very fine, 
atmospheric impression of the second, final state, printing with much burr on the cloak and banister, 
trimmed on or just inside the platemark but retaining a fillet of blank paper outside the subject on three 
sides, fractionally trimmed into the blank border below, in very good condition 


Sheet 239 x 177 mm. 

£30,000-50,000 US$37,000-61,000 
€35,000-58,000 

PROVENANCE: 


With Kennedy Galleries, New York (their stock number a57957 in pencil verso). 
A private collection, USA. 


LITERATURE: 
Bartsch, Hollstein 278; Hind 226; New Hollstein 237 


Ephraim Hezekiah Bueno (1599-1665), or Bonus, was a prominent physician in Amsterdam and came 
from a Sephardic family of doctors. As a wealthy, literary man who both translated and wrote poetry, 
he was a friend and supporter of Menasseh ben Israel, the theologian and publisher, and Rembrandt's 
neighbour on the Jodenbreestraat. It might well have been Menasseh who introduced Rembrandt to 


Bueno, thereby prompting the commission of this portrait. 
Whilst most of Rembrandt's printed portraits were worked directly onto the plate, this etching is based d d 


on a small oil sketch, now in the Rijksmuseum (inv. no. SK-A-3982). Although immediately recognisable, H AWN 
the etching is quite different from the sketch. While the little painting concentrates entirely on the T 
doctor's features, in the etching Rembrandt added most of the body and all of the setting. More 
importantly however, he changed the expression of the sitter: in the sketch Bonus looks directly at us, 
while in the print his right eye is diverted and seems to look into the middle distance. His stance at 

the foot of the staircase, hand resting on the banister, is quite formal and imposing, yet his distracted, 
introspective expression lends this portrait a sense of intimacy and melancholy. Whereas in the oil panel 
Rembrandt painted only the surface of the face, in the etched plate 'he succeeds in getting beneath the 


pa 
skin, and suggesting the inner life of the sitter' (White, 1999). i 


a 


The first state of the print can be regarded as a proof state and is exceedingly rare - only three ä : ; > 
impressions are known, all in public collections (Rijksmuseum, Amsterdam; British Museum, London; Š es EC 
Rothschild Collection, Louvre, Paris ). Rembrandt completed the plate by adding some shading to the 
banister and the areas between the balusters and deliberately removing the heavy burr on Bueno's 
ring. No late impressions of this print are known, and although Hinterding and Rutgers (New Hollstein 
2008) identified two editions, one with a Basilisk watermark and one with the present Strasbourg Lily 
watermark, ‘the quality of these sheets is always so good that it is not easy to say which of the two 
editions is the earlier.’ 


dëi, 
iA 
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PROPERTY FROM THE COLLECTION OF THE LATE ANTHONY POWELL 


227 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
Clement de Jonghe, Printseller 


etching with drypoint and engraving, 1651, on laid paper, watermark Foolscap 
with five-pointed Collar (Hinterding K.h), a fine impression of the fourth state 
(of ten), with touches of burr below his right hand, trimmed on or just inside the 
platemark on three sides and approximately 3 mm. into the subject at the left, 
window-mounted, generally in good condition 


PROVENANCE: 
Initials KL in pencil verso; possibly Karl Eduard von Liphart (1808-1891), 
Dorpat, Bonn and Florence (similar to Lugt 1651). 

Christie's, London, 27 June 1996, lot 345 (£4,600; to Powell). 

Anthony Powell (1935-2021), London, acquired at the above sale. 


LITERATURE: 
Bartsch, Hollstein 272; Hind 251; New Hollstein 264 


Sheet 208 x 158 mm. 
£6,000-8,000 US$7,300-9,700 
€7,000-9,300 
260 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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REMBRANDT HARMENSZ. VANRIJN (1606-1669) 
Jan Lutma, Goldsmith 


etching with engraving and drypoint, 1656, on laid paper, watermark Foolscap 
with five-pointed Collar (Hinterding N-a-a or N-a-b), a fine, strong impression 
of New Hollstein's second/third state (of five), printing with considerable burr 
on the head, face, right hand and elsewhere, with inky plate edges, with small 
margins, a short tear at the lower sheet edge, otherwise in very good condition 
Plate 197 x 149 mm. 

Sheet 207 x 155 mm. 


US$19,000-31,000 
€18,000-29,000 


£15,000-25,000 


GE 


LITERATURE: 


Bartsch, Hollstein 276; Hind 290; New Hollstein 293 


For more information on this lot please visit christies.com 
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PROPERTY FROM A PRIVATE GERMAN COLLECTION 


*229 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
Beggar seated on a Bank 


etching, 1630, on laid paper, without watermark, a fine impression of the first 
state (of two), printing with much plate tone, wiping marks, and inky plate 
edges, with small margins, in very good condition 

Plate 115 x 70 mm. 

Sheet 121 x 74mm. 


£25,000-35,000 US$31,000-42,000 


€30,000-41,000 


PROVENANCE: 

Ernst Theodor Rodenacker (circa 1840- after 1894), Danzig/ Gdansk (Lugt 
2438). 

With Kunsthandel Helmut Rumbler, Frankfurt am Main. 

Acquired from the above by the present owners in 2007. 


LITERATURE: 
Bartsch, Hollstein 174; Hind 11; New Hollstein 50 


262 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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*230 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
The Strolling Musicians 


etching, 1635, on laid paper, partial watermark Arms of Amsterdam (similar 
to Hinterding D-c-z), a very fine, luminous impression of the first state (of 
three), printing with great clarity and contrasts and much ink relief, with small 
margins, in very good condition 

Plate 140 x 118 mm. 

Sheet 149 x 127 mm. 


£12,000-18,000 US$15,000-22,000 


€14,000-21,000 


FR AL EE EEE TLE: ASTER, TY 


= 


PROVENANCE: 

Julius Rosenberg (1845-1900), Copenhagen (Lugt 1520, with his description 
in black ink verso); his sale, C. G. Boerner, Leipzig, 1-2 May 1901, lot 193 
(Ausgezeichneter erster Abdruck vor den Arbeiten auf der Brust des Kindes, mit 
Rand. Auf Papier mit dem Amsterdamer Wappen’). 

Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein 119; Hind 142; New Hollstein 141 
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*231 
REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
The Small Lion Hunt (with two lions) 


etching, circa 1629, on laid paper, without watermark, a very fine impression of 
the second, final state, the heavily bitten lines printing richly, the lightly etched 
background sharp, with small margins, in very good condition 

Plate 155 x 123 mm. 

Sheet 161x129 mm. 


£15,000-25,000 US$19,000-30,000 


€18,000-29,000 


PROVENANCE: 

Dr. August Sträter (1810-1897), Aachen (Lugt 787); his sale, H. G. Gutekunst, 
Stuttgart, 10-14 May 1898, lot 747 (‘Brillanter Abdruck mit Rand.') (RM 35; to 
Meder). 

With Amsler & Ruthardt, Berlin (acquired through Louis Meder). 

Werner Weisbach (1873-1953), Berlin and Basel (Lugt 2659); presumably by 
descent from his father Valentin (1843-1899), Berlin (see Lugt 2539b, without 


mark); his sale, Klipstein & Kornfeld, Bern, 11 March 1954, lot 225 (‘Brillantes 
Exemplar mit Rand. Sig. Dr. A. Strater’). 
A Family Collection, USA. 


LITERATURE: 
Barsch, Hollstein 115; Hind 180; New Hollstein 28. 


The subject of the lion hunt was one that Rembrandt revisited three times; 
the present etching is arguably the most dramatic and dynamic of them all. 
Possibly showing a scene towards the end of the hunt, one cornered lioness 
sinks its teeth and claws into an unfortunate rider who has been unseated 
from his rearing horse, while in the foreground a second lion glowers 
menacingly, preparing to attack the rider who has his spear raised, likewise 
going for the kill. Rembrandt leaves us to ponder the final result. His swift, 
sketch-like lines and extreme contrasts are perfectly matched to the violent, 
tumultuous scene, and the work is testament to his skill at capturing all the 
unfolding drama on a relatively small plate. 


264 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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*232 

REMBRANDT HARMENSZ. VAN RUN (1606-1669) 

Man drawing from a Cast 

etching, circa 1641, on laid paper, without watermark, a very good impression 
of the third state (of six), with narrow to thread margins, in very good condition 


Plate 95 x 65 mm. 
Sheet 97 x 67 mm. 


£1,500-2,500 US$1,900-3,000 


€1,800-2,900 


PROVENANCE: 
Fürsten zu Oettingen-Wallerstein (Lugt 2715a); probably acquired by Kraft 
Ernst von Oettingen-Wallerstein (1748-1802), Maihingen, Bavaria; then by 
descent; their sale, C. G. Boerner, Leipzig, 28 May 1935, lot 260 (‘Vorztiglicher 
Atzdruck. Mit Randchen’) (probably to Meder). 

Probably with Amsler & Ruthardt, Berlin; acquired at the above sale (through 
Meder). 

With Kunsthandel Helmut Rumbler, Frankfurt am Main. 

Acquired from the above by the present owners in 2011. 


LITERATURE: 
Bartsch, Hollstein 130; Hind 191; New Hollstein 192 


265 
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*233 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 
The Goldsmith 


etching and drypoint, 1655, on laid paper, without watermark, a fine 
impression of the first state (of three), with narrow margins, in good condition 
Plate 76 x 56 mm. 


PROVENANCE: 


G. T. Clough (b. 1840), London (Lugt 1220); probably his sale, Sotheby's, 


London, 21-22 March 1921. 


LITERATURE: 
Bartsch, Hollstein 123; Hind 285; New Hollstein 289 


Sheet 79 x 57 mm. 
£5,000-7,000 US$6,100-8,500 
€5,900-8,100 
266 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 


PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*234 

REMBRANDT HARMENSZ. VAN RUN (1606-1669) 

A Scholar in his Study (Faust) 

etching with engraving and drypoint, circa 1652, on laid paper, without 
watermark, a very good impression of the fourth state (of seven), trimmed 
on or just inside the platemark, with thread margins in places, in very good 


condition, framed 
Plate & Sheet 210 x 162 mm. 


£6,000-8,000 US$7,400-9,800 
€7,000-9,300 


PROVENANCE: 


Wilhelm Heinrich Ferdinand Karl Graf von Lepell (1755-1826), Germany 
(Lugt 1672); bequeathed to Friedrich Wilhelm Ill, King of Prussia; kept in the 
Akademie der Kiinste, Berlin; in 1835 transferred to the Kupferstichkabinett, 
Berlin. 

Kupferstichkabinett der Staatlichen Museen, Berlin (Lugt 1606), with their 
duplicate stamp (Lugt 234). 

Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein; Hind; New Hollstein 270 
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*235 


REMBRANDT HARMENSZ. VAN RIJN (1606-1669) 
A Cottage beside a Canal with a View of Ouderkerk 


etching and drypoint, circa 1641, on laid paper, without watermark, a very fine, 
atmospheric impression of this delicate landscape, the sulphur-tinting in the 
sky printing strongly, with small margins, in very good condition 

Plate 141 x 207 mm. 

Sheet 144 x 212 mm. 


£20,000-30,000 US$25,000-36,000 


€24,000-35,000 


PROVENANCE: 
Dr Edward Peart (1756/58 - 1824), London (Lugt 892); his sale, Christie's, 
London, 12 April 1822 (and following days), lot 72 (‘A Village with a Canal. 
scarce’) (£0-11-0; to Smith). 


Probably John Thomas Smith (1766-1833), London; acquired at the above sale. 


LITERATURE: 
Bartsch, Hollstein 228; Hind 212; New Hollstein 202 


268 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY FROM A PRIVATE ENGLISH COLLECTION 


236 
REMBRANDT HARMENSZ. VAN RUN (1606-1669) 


Canal with a large Boat and a Bridge (‘Het Schuytje op de 
voorgrondt') 


etching and drypoint, 1650, on laid paper, without watermark, a very fine 
impression of the second, final state, printing with much burr and a light plate 
tone, with narrow margins, a tiny rust mark above the boat at centre, otherwise 
in very good condition 

Plate 83 x 108 mm. 

Sheet 85 x 111 mm. 


£8,000-12,000 US$9,800-15,000 


€9,300-14,000 


PROVENANCE: 
Marsden Jasael Perry (1850-1935), Providence, Rhode Island (Lugt 1880); 
his sale, H. G. Gutekunst, Stuttgart, 18-23 May 1908, lot 1304 (‘Abdruck von 
grösster Schönheit, voll Grat und mit Randchen. Von dieser Qualität äusserst 
selten.') (Mk. 1,110; to 'Muller’). 


LITERATURE: 
Bartsch, Hollstein 236; Hind 239; New Hollstein 252 


This small and exquisite landscape has often been understood as the 
pendant of another small etching of the same year, Canal with an Angler 
and two Swans (NH 253), on the basis of the very similar size, style and the 
rounded platemark above. It has even been speculated that the two plates 
were once one long plate, which had subsequently been separated by 
Rembrandt, but this theory has gradually lost support. 


The typical Dutch motif of the boat moored in a canal is enriched with a 
rocky landscape in the left background and other picturesque elements. 


The present example is a very fine, warm impression with much burr, of the 
second state. Of the first state, only six impressions are recorded. 
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PROPERTY INHERITED FROM AN IMPORTANT GERMAN-AMERICAN COLLECTION 


*237 
PAULUS POTTER (1625-1654) 
Two Plough Horses 


etching, 1652, on laid paper, watermark Fool's Cap with five-pointed Collar, 
a fine impression of the third, final state, trimmed inside the platemark but 
retaining a fillet of blank paper outside the borderline, in very good condition; 
together with The Neighing Horse by the same hand, etching, 1652, on laid 
paper, with an indistinct countermark, a very good impression of the second, 
final state; and The worn-out Horse by the same hand, etching, 1652, on 

laid paper, countermark I.d., a very good impression; and an anonymous, 
contemporary copy of The Cowherd after Paulus Potter, etching, after 1649, 
on laid paper, watermark Fool's Cap with five-pointed Collar, a very good 
impression, all in good condition 

Sheet 153 x 234 mm. (B. 12) 

Sheet 157 x 239 mm. (B. 10) 

Sheet 157 x 235 mm. (B. 13) 


PROVENANCE: 
B.12: 

Dr August Sträter (1810-1897), Aachen (Lugt 787); his posthumous sale, H. G. 
Gutekunst, Stuttgart, 10-14 May 1898, lot 634 (Mk. 71; to Rosenberg). 

Julius Rosenberg (1845-1900), Copenhagen (Lugt 1519; with an unrecorded 
variant of his stamp); acquired at the above sale; his posthumous sale, 

C. G. Boerner, Leipzig, 1-2 May 1901, lot 133 (‘Superber Abdruck auf 
Schellenkappenpapier. Aus der Sammlung Straeter. Selten.'). 

B.10 & 13: 
James Reiss (1812-1899), Manchester, London (Lugt 1522); probably his 
posthumous sale, Christie's, London, 6-10 May 1901, lot 377 (as part of the set 
of five) (£16; to Danlos). 

B.10: 

Unidentified, small black flower stamp verso (not in Lugt). 

All: 

Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 


Plate 182 x 201 mm., Sheet 195 x 209 mm. (B. 14 copy) (4) Germany, and Mount Vernon, New York (without mark and not in Lugt). 
£2,500-3,500 US$3,100-4,200 Private Collection, USA; by descent from the above. 
€3,000-4,100 LITERATURE: 
Bartsch, Hollstein 12, 10, 13 and 14 (copy) 
270 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
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*238 

ADRIAEN VAN OSTADE (1610-1685) 

The Barn 

etching, 1647, on laid paper, watermark Phoenix in a Wreath (Godefroy 33), 
a very fine, luminous impression of the rare sixth state (of ten), printing with 
a light plate tone and inky plate edges, with small margins, in very good 


condition 
Plate 158 x 195 mm. 


Sheet 162 x 198 mm. 

£3,000-5,000 US$3,700-6,100 
€3,500-5,800 

PROVENANCE: 


Unidentified, initials GAF (not in Lugt). 

Unidentified, initials U.AP (not in Lugt). 

Dr S. William Pelletier (1924-2004), Athens, Georgia (Lugt 4193), his sale, 
Sotheby's, London, The Dr S. William Pelletier Collection of Prints, lot 130 
(together with G. 31). 


LITERATURE: 
Godefroy 23 

P. Giordani, Adriaen van Ostade's Etchings - A descriptive Catalogue of the 
Collection including Notes on the same Works preserved in public Museums, 
privately printed, Reggio Emilia, 2013 (another impression illustrated). 

H.-C. Erling, C. Melzer, Kinder Kerle Charaktere - Das druckgraphische Werk 
Adriaen van Ostades, exhibition catalogue, Kunsthalle Bremen, 2016, p. 168-9, 
no. 23 (another impression illustrated). 


For more information on this lot please visit christies.com 
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*239 
ADRIAEN VAN OSTADE (1610-1685) 
The Anglers 


etching, circa 1647-53, on laid paper, without watermark, a very fine 
impression of the rare third/ fourth state (of seven), printing with a light plate 
tone and a tiny touch of burr on the ramp to the bridge at left, just beginning to 
show a little wear at lower left, with small margins, in very good condition 
Plate 114x165 mm. 

Sheet 118 x 171 mm. 


£7,000-10,000 US$8,500-12,000 


€8,200-12,000 


LITERATURE: 


Bartsch, Hollstein, Godefroy 26 

P. Giordani, Adriaen van Ostade's Etchings - A descriptive Catalogue of the 
Collection including Notes on the same Works preserved in public Museums, 
privately printed, Reggio Emilia, 2013 (another impression illustrated). 

H.-C. Erling, C. Melzer, Kinder Kerle Charaktere - Das druckgraphische Werk 
Adriaen van Ostades, exhibition catalogue, Kunsthalle Bremen, 2016, p. 168-9, 
no. 26 (another impression illustrated). 


n seems that the third and fourth states of this print are in fact the same. 
According to Godefroy, Ostade added five short, oblique lines of shading 

in the small light triangle between the ramp and the crossbeam at left. 
However, these lines are already present in an impression of the extremely 
rare second state at the Rijksmuseum, Amsterdam (inv. no. RP-P- 
OB-12.700). The variation in this area thus appears to be a matter of inking, 
not of additional work to the plate. 


272 In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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PROPERTY OF A PRIVATE GERMAN COLLECTOR 


*240 
CORNELIS DUSART (1660-1704) 
The Violin-Player seated in the Inn 


etching, 1685, on laid paper, watermark Arms of Amsterdam, a brilliant, tonal 
impression of Hollstein’s third, final state, printing with great clarity, contrast 
and luminous highlights, trimmed inside the platemark but retaining a fillet of 
blank paper outside the borderline, in very good condition 

Sheet 278 x 246 mm. 


£4,000-6,000 US$4,900-7,300 


€4,700-7,000 


EN ele Hiporita 


gatidet $ 


PROVENANCE: 
Private German Collection. 
With C. G. Boerner, Düsseldorf, 2011 (Neue Lagerliste 126 I, no. 25). 


LITERATURE: 
Bartsch, Hollstein 15 
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*241 

CORNELIS DUSART (1660-1704) 

The Large Village Fair 

etching, 1685, on laid paper, watermark Pro Patria, a very fine, lively impression 
of the second state (of three), printing with great contrasts and luminosity, 
trimmed on or to the platemark but retaining a fillet of blank paper outside the 


borderline on all sides, some minor staining, otherwise in very good condition 
Sheet 252 x 329 mm. 


PROVENANCE: 

Bernhard Keller (1789-1870), Schaffhausen (Lugt 384); his posthumous sale, 
H. G. Gutekunst, Stuttgart, 22-31 May 1871, lot 1276 (‘Sehr schöner Abdruck’). 
Dr Michael Berolzheimer (1866-1942), Fürth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Bartsch, Hollstein 16 


£3, <5, ,/00-6,1 . . : i ; 
3,000-9,009 E oo Frits Lugt considered Bernhard Keller's print collection as 'la plus riche et 
' i la plus belle de la Suisse’. (See Frits Lugt, Les Marques de Collections de 
Dessins & d'Estampes, Fondation Custodia, online, no. 384.) 
274 In addition to the hammer price, a Buyer's Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 


fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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*242 
CLAUDE LORRAIN (1600-1682) 
Scène de Brigands 


etching, 1633, on laid paper, watermark Fleur-de-Lys in a crowned Circle 
(Mannocci 15c), a fine impression of the fifth state A (of nine), printing with 
touches of burr by the palmtree and without wear in the sky, with small 
margins, in good condition; together with three other works by the same 
hand, including Les Quatres Chèvres, left Section, etching, circa 1630, on 
wove paper, an impression of the fourth, final state; Le Naufrage, etching, circa 
1638-41, on wove paper, an impression of the fifth, final state; and Le Pont de 
Bois, etching, circa 1638-41, on wove paper, an impression of the seventh, final 
state; all generally in good condition 


Plate 130 x 200 mm. 
Sheet 135 x 208 mm. (4) 
£3,000-5,000 US$3,700-6,100 


€3,500-5,800 


PROVENANCE: 

M. 35: 

Karl Eduard von Liphart (1808-1891), Dorpat, Bonn, Florence (Lugt 1687); 
probably his posthumous sale, C. G. Boerner, Leipzig, 9 April 1894, lot 685 
(‘Vorzuglicher Abdruck vor der No. und pag.’) (Mk. 12). 

M. 38: 

Unidentified, stamped Loonshong in red verso (not in Lugt). 

All: 

Dr Michael Berolzheimer (1866-1942), Furth, Munich and Untergrainau, 
Germany, and Mount Vernon, New York (without mark and not in Lugt). 
Private Collection, USA; by descent from the above. 


LITERATURE: 
Mannocci 11, 8,35, & 38 
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*243 


GIOVANNI BATTISTA TIEPOLO (1696-1770) 

Vari Capricci 

the complete set of ten etchings, circa 1740-43, on laid paper, one plate with an 
unidentified watermark fragment, with title-page from the edition published 
by G. Manfrin, 1785, a composite set, mostly fine to very fine impressions, the 
title-page and Rizzi 29 good impressions on thicker paper with wide margins, 
the others with one margin and trimmed to or just outside the platemark, some 
staining and creasing, otherwise generally in good condition 

Plate 139 x 178 mm. 


Sheet 191 x 264 (and smaller) (11) 
£4,000-6,000 US$4,900-7,300 

€4,700-7,000 
LITERATURE: 


de Vesme 3-12; Rizzi 29-38 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or A symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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*244 

GIOVANNI DOMENICO TIEPOLO (1727-1804) 

Joseph adoring the Child while two Angels sing, from: The Flight into 
Egypt 

etching, 1752, on laid paper, watermark Three Magi, a very fine, early proof 
impression of the first state (of two), before the plate number, printing with a 
rich, unevenly wiped plate tone, with various pentimenti along the left side of 
Joseph still distinct, the subject along the right sheet edge partially uninked, 


with thread margins or trimmed on the platemark, in very good condition 
Plate 188 x 249 mm. 


Sheet 190 x 250 mm. 

£2,000-3,000 US$2,500-3,600 
€2,400-3,500 

LITERATURE: 


de Vesme 19; Rizzi 85 

F. ReuBe, Giandomenico Tiepolo: Die Flucht nach Agypten - Radierungen, 
exhibition catalogue, Augustinermuseum Freiburg, Freiburg im Breisgau, 
2007. 


For another fine impression before the plate number but without platetone, 
see ReuBe, no. 19.19%. 


According to ReuBe, this impression is not a proof but an impression from 
the earliest edition, printed before the plate numbers were added. True proof 
impressions from the series tend to be printed with an unevenly wiped plate 
tone and some show small differences in the composition compared to 

the prints from the edition. (For an example of a tonal proof from the Flight 
into Egypt, see ReuBe 19.6; for a comparison between a proof and an early 
editioned print, see 19.11 and 19.11*.) 


The present impression is clearly an early proof, irregularly wiped and 
somewhat hapharzardly inked along the right sheet edge. Compositional 
differences to later impressions do not seem to exist, although there are 
some pentimenti visible in the present impressions, along the outline of 
Joseph's left shoulder and back, behind his left elbow and lower back, with 
disappear soon after and are only partially or very faintly visible in ReuBe, no. 
19.19%. 
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GIOVANNI BATTISTA PIRANESI (1720-1778) 
The Staircase with Trophies, from: Carceri d'Invenzione 


etching and engraving, circa 1749-60, on laid paper, watermark Fleur-de-Lys 
in a Circle (probably Robison 5, dated circa 1748-60), a fine impression of 
Robison's first state (of seven), with strong contrasts, from the First Edition, 
First to Second Issues, with wide margins, in very good condition 

Plate 557 x 406 mm. 

Sheet 710 x 511 mm. 


£6,000-8,000 US$7,300-9,700 
€7,000-9,300 


LITERATURE: 
Hind 8; Robison 34; Wilton-Ely 33 


In addition to the hammer price, a Buyer’s Premium (plus VAT) is payable. Other taxes and/or an Artist Resale Royalty 
fee are also payable if the lot has a tax or à symbol. Check Section D of the Conditions of Sale at the back of this catalogue. 
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GIOVANNI BATTISTA PIRANESI (1720-1778) 

The Pier with a Lamp, from: Carceri d'Invenzione 

etching, engraving, sulphur tint and burnishing, circa 1749-60, on laid paper, 
watermark Fleur-de-Lys in a Circle (probably Robison 5, dated circa 1748-60), 
a very good impression of Robison's first state (of seven), with ink dabbing on 


the lamp post, from the First Edition, probably Third Issue, the full sheet, in 
very good condition 


Plate 415 x 558 mm. 

Sheet 555 x 795 mm. 

£6,000-8,000 US$7,300-9,700 
€7,000-9,300 

LITERATURE: 


Hind 15; Robison 41; Wilton-Ely 40 


Mite Dobbie A et | ae S a an 
y x k A i by PETERE D 9 


279 


*247 

FRANCISCO DE GOYA Y LUCIENTES (1746-1828) 

Los Caprichos 

the complete set of eighty etchings with burnished aquatint, drypoint and 
engraving, 1797-98, on laid paper, without watermark, a very good set 

from the First Edition, published by the artist, Madrid, 1799, in an edition of 
approximately three hundred copies, very good impressions, printing with 
great contrasts and bright highlights, with the scratch on plate 45, with wide 
margins, the sheets loose, in a modern dark green calf and linen box, with the 
artist's embossed signature on the front and artist's name and title in gilt on 
the spine, within a matching green linen-covered case, with the artist’s name 
and title in gilt on a black Morocco label on the spine, generally in very good 
condition 

Plate 215 x 150 mm. 

Sheet 294 x 200 mm. (and similar) 

357 x 255 x 60 mm. (box) 


£180,000-250,000 US$220,000-300,000 
€210,000-290,000 


PROVENANCE: 
Acquired through Placido Arango Arias (1931-2020), Madrid (not in Lugt); then 
by descent to the present owner. 


LITERATURE: 
Delteil 38-117; Harris 36-115 


On 6 February 1799, Goya placed an advertisement on the front page of the 
Diario de Madrid, to announce the publication of Los Caprichos: ‘A collection 
of prints of fantasy subjects, invented and etched by Don Francisco Goya. 
The author, persuaded that the correction of human vices and errors 
(although seemingly the province of eloquence and poetry) can also be 

the goal of painting; has chosen as subjects appropriate for his work, from 
among the innumerable eccentricities and errors common to all civil society, 
and from the concerns and vulgar deceptions allowed by custom, ignorance 
or personal gain, those that he believed most apt to furnish material for 
ridicule and at the same time, stimulate the fantasy of the artist.’ (translated 
by J. A. Tomlinson in: Order and Disorder, Museum of Fine Arts, Boston, 2014, 
p. 347) 


With Los Caprichos, Goya for the first time made his visions of the more 
sinister side of Spanish society - and the human soul in general - accessible 
to wider audience, beyond his small group of friends and patrons. It was an 
enormous undertaking, prepared over several years and based on hundreds 
of drawings: eighty etchings with aquatint, printed in an edition of three 
hundred. At the time, it was the largest series of prints ever conceived by a 
single artist. For sale at a small liquor and perfume store on the street where 
Goya lived, only some thirty sets of this first and only lifetime edition were 
sold. In 1803, the artist gave the plates and the remaining impressions to the 
King, presumably to escape the wrath of the Inquisition. 


A crushing failure at the time, in hindsight Los Caprichos is the pivotal work 
of Goya's entire oeuvre. In one grandiose, dark symphony he unleashes his 
unsparing satirical sense and his wild imagination, plate after plate, tied 
loosely together by related motifs and laconic, often mysterious titles. The 
only plate without an engraved title is perhaps the most famous of all: the 


artist, overcome by sleep, with his head rested on a table, is surrounded by 
creatures of the night: owls, bats, a cat and a lynx. On the front of the table 
the following words appear vaguely out of the aquatint surface: El sueño de 
la razon produce monstruos. The phrase is ultimately untranslatable, as sueño 
can mean both ‘sleep’ and ‘dream’. This ambiguity - does Reason dream 
up monsters or do monsters arise as Reason sleeps? - is characteristic of 
the entire series. Having first conceived it as the title page, Goya changed 
his mind and placed it as plate 43 right in the middle of the series, dividing 
the series roughly into two parts. The first part is largely devoted to satires 
of courtship and prostitution, mocking the vanities and pretensions of the 
young and old. It is in the nightmarish second part that the monsters arise, 
witches and demons fly, and goblins awake. Beyond the mere evocation 
and critique of superstition and witchcraft, the precise meaning of these 
later plates is even more cryptic. Concealed through visual puns, word-play 
and allusions to proverbs, they often ridicule the idle and ruling classes, the 
clerics and the nobility. 


Wickedly satirical and subversive as Los Caprichos are in their imagery and 
content, they also represent a technical revolution. Having previously created 
a number of competent yet ultimately conventional etchings after Velazquez, 
Goya in this series suddenly and completely mastered the aquatint method. 
In particular through his use of blank paper for glowing highlights among 
dense shades of grey and black, he created images of dramatic and 
disturbing beauty. 


What makes Los Caprichos one of the greatest unified series of images ever 
produced, is not just his baffling draughtsmanship or his technical mastery, 
nor his sharp satirical wit, but the intensity of his imagination and the depth 
of his humanity. 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


*248 
FRANCISCO DE GOYA (1746-1828) 


El famoso Americano, Mariano Ceballos, from: The Bulls of 
Bordeaux 


lithograph, 1825, on wove paper, without watermark, a fine impression of 
Harris's second, final state, from the edition of one hundred, printed by Gaulon, 
Bordeaux, 1825, with wide margins, the sheet edges previously folded, some 
pale staining, the subject in good condition 

Image 310 x 405 mm 

Sheet 445 x 567 mm. 


£40,000-60,000 US$49,000-73,000 


€47,000-70,000 


Ca a (Zz e 
GE fanse e Susi ege @ balles 


PROVENANCE: 

With Colnaghi & Co., London (with their stock numbers C. 21319 and C 28960 
in pencil recto). 

Unidentified, initials SPB in a rectangle stamped verso (not in Lugt). 

Private Collection, New England; Christie's, New York, lot 236 ($ 81,250). 

A Family Collection, USA; acquired at the above sale. 


LITERATURE: 
Delteil 286; Harris 283 
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JAMES BARRY (1741-1806) 
Jupiter and Juno on Mount Ida 


etching and engraving with traces of aquatint, 1777 - circa 1790, on laid paper, 
without watermark, a fine impression of this rare print, Pressly's second, final 
state, published by the artist, with thread margins, trimmed to or just within 
the platemark in places above, in good condition 


Sheet 257 x 193 mm. 

£4,000-6,000 US$4,900-7,300 
€4,700-7,000 

LITERATURE: 

Pressly 11 


Barry's first state of Jupiter and Juno on Mount Ida was executed in etching 
and aquatint and published by the artist in 1777. The composition relates to 
the now lost early painting of the subject exhibited at the Royal Academy 
in 1773 (see Pressly, History Paintings, no. 11). Barry later revisited the 

plate, removing the aquatint and substantially remodeling the figures and 
background with etching and engraving circa 1790. Impressions of both 
states are extremely rare. Pressly records two impression of the first state 
(Ashmolean, Oxford; and British Museum); and two of the second state 
(British Museum; and Victoria & Albert Museum, London). According to our 
records, only one example, a first state impression, has appeared at auction 
in the last thirty years. 


Nicholas Stogdon is currently preparing a new catalogue raisonné of the 
printed oeuvre of James Barry, including some revised and previously 
unrecorded states. He considers the present example an impression of the 
third state (of four). We are grateful to him for sharing this information prior 
to publication. 
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VARIOUS ARTISTS 

A 19th Century Album of Early British Lithography 

an amateur album, including twelve early pen lithographs from Specimens 
of Polyautography, fine to very good impressions (nine presumably from the 
First or Second Issue, published by Philip André, London, 1803, and three from 
the Second Issue, published by Georg Jacob Vollweiler, London, 1806), five 
of which mounted on the original wove paper support sheets, as published, 
watermarks J. Whatman 1794, J. Russell & Co. 1799 and H&P 1804, and with 
the original dark grey and chocolate brown aquatint border of the First Issue; 
and 42 other lithographs of the period, by Benjamin West, Charles Heath, 
Richard Corbould, George Orleans Delamotte, and others; and a quantity 
of various prints and ephemera; most sheets adhered at the corners to the 
album pages, in half-calf and brown linen-covered boards 

Sheets 311 x 225 mm. (Specimens, with aquatint border} 

Mount Sheets 440 x 345 mm. (and similar) 

Album 640 x 480 x 50 mm. (overall) 


£10,000-15,000 US$13,000-18,000 
€12,000-17,000 


After some of years of experimenting, the German actor and playwright Alois 
Senefelder (1771-1834) invented lithography in 1798 as a cheaper substitute 
for letterpress printing. His new printing method was first patented in 
London under the name ‘polyautography’ in 1800. He summarized his 
invention: 


‘My whole process was, therefore, as follows: - to wash the polished stone 
with soap-water, to dry it well, to write or draw upon it with the composition 
ink of soap and wash, then to etch it with aqua-fortis; and, lastly, to prepare 

it for printing with an infusion of gum-water. | had hoped to have been able 

to dispense with the gum-water, but was soon convinced that it really enters 
into chemical affinity with the stone, and stops its pores still more effectually 
against the fat, and opens them to the water. In less than three days after my 
first ideas, | produced as perfect and clear impressions, as any that have since 
been obtained.’ (Senefelder, 1801). 


Senefelder soon sold the license to the music publisher Johann Anton André, 
based in Offenbach am Main, in 1801. André's younger brother Philipp ran 
the London branch of the family firm and became the legal patentee. While 
they used the new method in Germany mainly to print sheet music, Philipp 

in London directed his efforts toward the promotion of lithography as a fine 
art printing process. He invited many of the leading artists of the day to 

try the new technique, providing them with all the requisite materials and 
instructions, with a view to publishing a selection of the artists’ submissions. 
Among them were Benjamin West, then President of the Royal Academy, 
the Academicians Thomas Stothard, James Barry and Henry Fuseli, Thomas 
Barker of Bath and the Swiss Johann Conrad Gessner. A first issue of 

twelve plates was published under the title Specimens of Polyautography in 
1803 by André, having teamed up with the engraver James Heath. (Heath's 
illegitimate son Charles's work was later included in the second issue of 

the Specimens). It comprised some of the earliest artists’ lithographs to be 
published in any country. Felix H. Man described it as the most important 
publication of early lithographs in England, ‘not only superior to anything 
done on the continent during the first years of lithography, but even serving 
as a model for similar publications in Germany a few years later’ (1999, p. 99). 


Many of the plates are drawn in a lively, fluid manner, facilitated by the ease 
of drawing with pen and tusche onto the stone. It seems however that none 
of the artists - nor the promoters and printers for that matter - had at this 
point quite realised the unique potential of lithography: the ability to create 
tone without having to resort to cross hatching. Accustomed as they were to 
etching and engraving, they still depended on the single drawn line to create 


PROVENANCE: 
Presumably Buxton Kenrick (1770-1832), Fishtoft Manor, Boston, Lincolnshire 
& London. 

Dr George Cranmer Kenrick (1806-1869), Grove, Melksham, Wiltshire; 
presumably by descent from the above. 

Wanda Jill Ferguson, née Forsyth-Forrest (1934-2021); by family descent from 
the above. 

Acquired locally in England by the present owner in 2021. 


LITERATURE: 
F. H. Man, ‘Lithography in England (1801-1810)', in: Carl Zigrosser (ed.), Prints 
- Studies in graphic styles and techniques from Dürer to Kokoschka, London, 
1963, p.99-130. 

P. Gilmour, Lasting Impressions - Lithography as Art, London, 1988, p. 11. 

H. von Erffa, A. Staley, The Paintings of Benjamin West, New Haven & London, 
1986. 


their images. The public’s reception of the new technique was indifferent 
and the project a financial failure. In 1805, Philipp André resigned and the 
enterprise was taken over by Georg Jacob Vollweiler, an associate of the 
Offenbach branch, who proceeded to publish a second issue in 1806-07, 
which comprised a total of 36 lithographs: the twelve plates of the first issue 
and 24 additional lithographs, forming six sets of six prints. 


When intact, it is possible to distinguish between the first and second issues 
of the original twelve plates: when first published, the prints were laid onto 
large backing sheets with a chocolate brown border printed in aquatint to 
give the effect of French mounts; in the second issue, ochre borders replaced 
the dark brown ones. 


Of the first issue, five complete sets are known today: Victoria & Albert 
Museum, London; Morgan Library, New York; British Art Center, Yale; and 
two in private collections (one sold in these rooms, 3 December 2014, lot 113, 
£ 52,500). The next largest holding, consisting of six of the twelve plates, 
formerly from the collection of Felix H. Man, is at the National Gallery of 
Australia, Canberra. 


Of the second issue, three complete sets survive: British Museum, London; 
Metropolitan Museum of Art, New York; and National Gallery of Art, Lessing 
J. Rosenwald Collection, Washington (D.C.). An incomplete set, lacking six 
prints, is at the Museum of Fine Arts, Boston. 


According to Man, ‘it is probable that not many sets were subscribed for and 
kept intact. Later, perhaps, remainders were gathered together’. 


The present amateur album contains examples from both publications, a 
large collection of other pen lithographs, and a quantity of various prints and 
ephemera. Amongst the many early lithographs are two prints by Benjamin 
West (Angel of the Resurrection, from: Specimens; and An Angel in the 
Clouds), who 'seems to have been the first artist of significance anywhere to 
produce a work in the new medium’ (1986, p. 63). William Blake's Enoch (see 
previous lot) was also included in the album, but had been removed with its 
backing sheet prior to the consignment. Other pages from the album have 
been removed at an earlier point in time, with their whereabouts unknown. It 
is likely that the missing pages and prints have remained with the family. 


The album was presumably put together by Buxton Kenrick (1770-1832) of 
Fishtoft Manor. Little is known about this gentleman, except that he served 
as town clerk of Boston, Lincolnshire. Given the unusual concentration of 
pen lithographs in the aloum, Kenrick presumably knew André, Heath or 
Vollweiler or moved in related circles when living in London. He appears to 
have been one of the few early enthusiasts of the new technique, which came 
to revolutionise printmaking forever. 
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bid on your behalf at around 50% of the low estimate or, if lower, the 
amount of your bid. If we receive written bids on a lot for identical 
amounts, and at the auction these are the highest bids on the lot, 
we will sell the lot to the bidder whose written bid we received first. 


C CONDUCTING THE SALE 
1 WHO CAN ENTER THE AUCTION 


We may, at our option, refuse admission to our premises or decline 
to permit participation in any auction or to reject any bid. 


2 RESERVES 

Unless otherwise indicated, all lots are subject to a reserve. We identify 
lots that are offered without reserve with the symbol + next to the 
lot number. The reserve cannot be more than the lot's low estimate. 


3 AUCTIONEER’S DISCRETION 

The auctioneer can at his sole option: 

(a) refuse any bid; 

(b) move the bidding backwards or forwards in any way he or she 
may decide, or change the order of the lots; 

(c) withdraw any lot; 

(d) divide any lot or combine any two or more lots; 

(e) reopen or continue the bidding even after the hammer has fallen; and 
(f) in the case of error or dispute related to bidding and whether 
during or after the auction, to continue the bidding, determine the 
successful bidder, cancel the sale of the lot, or reoffer and resell any 
lot. If you believe that the auctioneer has accepted the successful 
bid in error, you must provide a written notice detailing your claim 
within 3 business days of the date of the auction. The auctioneer will 
consider such claim in good faith. If the auctioneer, in the exercise of 
his or her discretion under this paragraph, decides after the auction 
is complete, to cancel the sale of a lot, or reoffer and resell a lot, he 
or she will notify the successful bidder no later than by the end of the 
7th calendar day following the date of the auction. The auctioneer’s 
decision in exercise of this discretion is final. This paragraph does not 
in any way prejudice Christie's ability to cancel the sale of a lot under 
any other applicable provision of these Conditions of Sale, including 
the rights of cancellation set forth in section B(3), E(2)(i), F(4) and J(1). 


4 BIDDING 

The auctioneer accepts bids from: 

(a) bidders in the saleroom; 

(b) telephone bidders, and internet bidders through ‘Christie's LIVE™ 
(as shown above in Section B6); and 

(c) written bids (also known as absentee bids or commission bids) 
left with us by a bidder before the auction. 


5 BIDDING ON BEHALF OF THE SELLER 

The auctioneer may, at his or her sole option, bid on behalf of the 
seller up to but not including the amount of the reserve either by 
making consecutive bids or by making bids in response to other 
bidders. The auctioneer will not identify these as bids made on 
behalf of the seller and will not make any bid on behalf of the seller 
at or above the reserve. If lots are offered without reserve, the 
auctioneer will generally decide to open the bidding at 50% of the 
low estimate for the lot. If no bid is made at that level, the auctioneer 
may decide to go backwards at his or her sole option until a bid is 
made, and then continue up from that amount. In the event that 
there are no bids on a lot, the auctioneer may deem such lot unsold. 


6 BID INCREMENTS 

Bidding generally starts below the low estimate and increases in 
steps (bid increments). The auctioneer will decide at his or her sole 
option where the bidding should start and the bid increments. The 
usual bid increments are shown for guidance only on the Written Bid 
Form at the back of this catalogue. 


7 CURRENCY CONVERTER 

The saleroom video screens (and Christies LIVE™) may show bids 
in some other major currencies as well as sterling. Any conversion is 
for guidance only and we cannot be bound by any rate of exchange 
used. Christie's is not responsible for any error (human or otherwise), 
omission or breakdown in providing these services. 


8 SUCCESSFUL BIDS 

Unless the auctioneer decides to use his or her discretion as set out in 
paragraph C3 above, when the auctioneer’s hammer strikes, we have 
accepted the last bid. This means a contract for sale has been formed 
between the seller and the successful bidder. We will issue an invoice 
only to the registered bidder who made the successful bid. While we send 
out invoices by post and/or email after the auction, we do not accept 
responsibility for telling you whether or not your bid was successful. If you 
have bid by written bid, you should contact us by telephone or in person as 
soon as possible after the auction to get details of the outcome of your bid 
to avoid having to pay unnecessary storage charges. 


9 LOCAL BIDDING LAWS 

You agree that when bidding in any of our sales that you will strictly 
comply with all local laws and regulations in force at the time of the 
sale for the relevant sale site. 


D THE BUYER’S PREMIUM, TAXES AND ARTISTS 

RESALE ROYALTY 
1 THE BUYER’S PREMIUM 
In addition to the hammer price, the successful bidder agrees to 
pay us a buyer’s premium on the hammer price of each lot sold. 
On all lots we charge 26% of the hammer price up to and including 
£700,000, 20% on that part of the hammer price over £700,000 
and up to and including £4,500,000, and 14.5% of that part of the 
hammer price above £4,500,000. VAT will be added to the buyer’s 
premium and is payable by you. For lots offered under the VAT 
Margin Scheme or Temporary Admission VAT rules, the VAT may 
not be shown separately on our invoice because of tax laws. You may 
be eligible to have a VAT refund in certain circumstances if the lot is 
exported. Please see the “VAT refunds: what can | reclaim?” section 
of ‘VAT Symbols and Explanation’ for further information. 


2 TAXES 

The successful bidder is responsible for all applicable tax including 
any VAT, sales or compensating use tax or equivalent tax wherever 
such taxes may arise on the hammer price and the buyer's premium. 
VAT charges and refunds depend on the particular circumstances of 
the buyer. It is the buyer's responsibility to ascertain and pay all taxes 
due. VAT is payable on the buyer's premium and, for some lots, VAT is 
payable on the hammer price. Following the departure of the UK from 
the EU (Brexit), UK VAT and Customs rules will apply only. 
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For lots Christie's ships to the United States, sales or use tax may 
be due on the hammer price, buyer’s premium and/or any other 
charges related to the lot, regardless of the nationality or citizenship 
of the purchaser. Christie's will collect sales tax where legally required. 
The applicable sales tax rate will be determined based upon the state, 
county, or locale to which the lot will be shipped. Successful bidders 
claiming an exemption from sales tax must provide appropriate 
documentation to Christie's prior to the release of the lot. For 
shipments to those states for which Christie's is not required to collect 
sales tax, a successful bidder may be required to remit use tax to that 
state's taxing authorities. Christie's recommends you obtain your own 
independent tax advice with further questions. 


3 ARTIST'S RESALE ROYALTY 

In certain countries, local laws entitle the artist or the artist's estate 
to a royalty known as ‘artist's resale right’ when any lot created by 
the artist is sold. We identify these lots with the symbol A next to 
the lot number. If these laws apply to a lot, you must pay us an 
extra amount equal to the royalty. We will pay the royalty to the 
appropriate authority on the seller's behalf. 

The artist's resale royalty applies if the hammer price of the lot is 
1,000 euro or more. The total royalty for any lot cannot be more than 
12,500 euro. We work out the amount owed as follows: 

Royalty for the portion of the hammer price 

(in euros) 

4% up to 50,000 

3% between 50,000.01 and 200,000 

1% between 200,000.01 and 350,000 

0.50% between 350,000.01 and 500,000 

over 500,000, the lower of 0.25% and 12,500 euro. 

We will work out the artist's resale royalty using the euro to sterling rate 
of exchange of the European Central Bank on the day of the auction. 


E WARRANTIES 

1 SELLER'S WARRANTIES 

For each lot, the seller gives a warranty that the seller: 
(a) is the owner of the lot or a joint owner of the lot acting with the 
permission of the other co-owners or, if the seller is not the owner or 
a joint owner of the lot, has the permission of the owner to sell the 
lot, or the right to do so in law; and 

(b) has the right to transfer ownership of the lot to the buyer without 
any restrictions or claims by anyone else. 

If either of the above warranties are incorrect, the seller shall not 
have to pay more than the purchase price (as defined in paragraph 
Fi(a) below) paid by you to us. The seller will not be responsible to 
you for any reason for loss of profits or business, expected savings, 
loss of opportunity or interest, costs, damages, other damages or 
expenses. The seller gives no warranty in relation to any lot other 
than as set out above and, as far as the seller is allowed by law, all 
warranties from the seller to you, and all other obligations upon the 
seller which may be added to this agreement by law, are excluded. 


2 OUR AUTHENTICITY WARRANTY 
We warrant, subject to the terms below, that the lots in our sales 
are authentic (our ‘authenticity warranty’). If, within five years of 
the date of the auction, you give notice to us that your lot is not 
authentic, subject to the terms below, we will refund the purchase 
price paid by you. The meaning of authentic can be found in the 
glossary at the end of these Conditions of Sale. The terms of the 
authenticity warranty are as follows: 
(a) It will be honoured for claims notified within a period of five years 
from the date of the auction. After such time, we will not be obligated 
to honour the authenticity warranty. 
(b) It is given only for information shown in UPPERCASE type in the 
first line of the catalogue description (the 'Heading’). It does not 
apply to any information other than in the Heading even if shown 
in UPPERCASE type. 
(c) The authenticity warranty does not apply to any Heading or part of 
a Heading which is qualified. Qualified means limited by a clarification 
in a lot's catalogue description or by the use in a Heading of one of the 
terms listed in the section titled Qualified Headings on the page of the 
catalogue headed ‘Important Notices and Explanation of Cataloguing 
Practice’. For example, use of the term ‘ATTRIBUTED TO... in a 
Heading means that the lot is in Christie's opinion probably a work by 
the named artist but no warranty is provided that the lot is the work of 
the named artist. Please read the full list of Qualified Headings and a 
lot's full catalogue description before bidding. 

(d) The authenticity warranty applies to the Heading as amended 
by any Saleroom Notice. 

(e) The authenticity warranty does not apply where scholarship 
has developed since the auction leading to a change in generally 
accepted opinion. Further, it does not apply if the Heading either 
matched the generally accepted opinion of experts at the date of the 
sale or drew attention to any conflict of opinion. 

(f) The authenticity warranty does not apply if the lot can only be 
shown not to be authentic by a scientific process which, on the date 
we published the catalogue, was not available or generally accepted 
for use, or which was unreasonably expensive or impractical, or 
which was likely to have damaged the lot. 

(g) The benefit of the authenticity warranty is only available to the 
original buyer shown on the invoice for the lot issued at the time of 
the sale and only if, on the date of the notice of claim, the original 
buyer is the full owner of the lot and the lot is free from any claim, 
interest or restriction by anyone else. The benefit of this authenticity 
warranty may not be transferred to anyone else. 

(h) In order to claim under the authenticity warranty, you must: 

(i) give us written notice of your claim within five years of the date 
of the auction. We may require full details and supporting evidence 
of any such claim; 

(ii) at Christie's option, we may require you to provide the written 
opinions of two recognised experts in the field of the lot mutually 
agreed by you and us in advance confirming that the lot is not 
authentic. If we have any doubts, we reserve the right to obtain 
additional opinions at our expense; and 
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(iii) return the lot at your expense to the saleroom from which you 
bought it in the condition it was in at the time of sale. 

(i) Your only right under this authenticity warranty is to cancel the 
sale and receive a refund of the purchase price paid by you to us. 
We will not, in any circumstances, be required to pay you more than 
the purchase price nor will we be liable for any loss of profits or 
business, loss of opportunity or value, expected savings or interest, 
costs, damages, other damages or expenses. 

(j) Books. Where the lot is a book, we give an additional warranty 
for 14 days from the date of the sale that if on collation any lot is 
defective in text or illustration, we will refund your purchase price, 
subject to the following terms: 

(a) This additional warranty does not apply to: 

(i) the absence of blanks, half titles, tissue guards or advertisements, 
damage in respect of bindings, stains, spotting, marginal tears or other 
defects not affecting completeness of the text or illustration; 

(ii) drawings, autographs, letters or manuscripts, signed photographs, 
music, atlases, maps or periodicals; 

(iii) books not identified by title; 

(iv) lots sold without a printed estimate; 

(v) books which are described in the catalogue as sold not subject 
to return; or 

(vi) defects stated in any condition report or announced at the 
time of sale. 

(b) To make a claim under this paragraph you must give written 
details of the defect and return the lot to the sale room at which you 
bought it in the same condition as at the time of sale, within 14 days 
of the date of the sale. 

(k) South East Asian Modern and Contemporary Art and Chinese 
Calligraphy and Painting. 

In these categories, the authenticity warranty does not apply 
because current scholarship does not permit the making of definitive 
statements. Christie's does, however, agree to cancel a sale in either 
of these two categories of art where it has been proven the lot is a 
forgery. Christie's will refund to the original buyer the purchase price 
in accordance with the terms of Christie's authenticity warranty, 
provided that the original buyer notifies us with full supporting 
evidence documenting the forgery claim within twelve (12) months 
of the date of the auction. Such evidence must be satisfactory to us 
that the lot is a forgery in accordance with paragraph E2(h)(ii) above 
and the lot must be returned to us in accordance with E2h(iii) above. 
Paragraphs E2(b), (c), (d), (e), (f) and (g) and (i) also apply to a claim 
under these categories. 

(|) Chinese, Japanese and Korean artefacts (excluding Chinese, Japanese 
and Korean calligraphy, paintings, prints, drawings and jewellery). 

In these categories, paragraph E2 (b) - (e) above shall be amended 
so that where no maker or artist is identified, the authenticity 
warranty is given not only for the Heading but also for information 
regarding date or period shown in UPPERCASE type in the second 
line of the catalogue description (the “Subheading”. Accordingly, 
all references to the Heading in paragraph E2 (b) - (e) above shall 
be read as references to both the Heading and the Subheading. 


3 YOUR WARRANTIES 
(a) You warrant that the funds used for settlement are not connected 
with any criminal activity, including tax evasion, and you are neither 
under investigation, nor have you been charged with or convicted of 
money laundering, terrorist activities or other crimes. 

(b) where you are bidding as agent on behalf of any ultimate buyer(s) 
who will put you in funds before you pay Christie's for the lot(s), you 
warrant that: 
(i) you have conducted appropriate customer due diligence on the 
ultimate buyer(s) and have complied with all applicable anti-money 
laundering, counter terrorist financing and sanctions laws; 

(ii) you will disclose to us the identity of the ultimate buyer(s) (including 
any officers and beneficial owner(s) of the ultimate buyer(s) and any 
persons acting on its behalf) and on our request, provide documents 
to verify their identity; 
(iii) the arrangements between you and the ultimate buyer(s) in 
relation to the lot or otherwise do not, in whole or in part, facilitate 
tax crimes; 
(iv) you do not know, and have no reason to suspect that the ultimate 
buyer(s) (or its officers, beneficial owners or any persons acting on its 
behalf) are on a sanctions list, are under investigation for, charged 
with or convicted of money laundering, terrorist activities or other 
crimes, or that the funds used for settlement are connected with the 
proceeds of any criminal activity, including tax evasion; and 
(v) where you are a regulated person who is supervised for anti-money 
laundering purposes under the laws of the EEA or another jurisdiction 
with requirements equivalent to the EU 4th Money Laundering 
Directive, and we do not request documents to verify the ultimate 
buyer's identity at the time of registration, you consent to us relying 
on your due diligence on the ultimate buyer, and will retain their 
identification and verification documents for a period of not less 
than 5 years from the date of the transaction. You will make such 
documentation available for immediate inspection on our request. 


F PAYMENT 

1 HOWTO PAY 

(a) Immediately following the auction, you must pay the purchase 
price being: 

(i) the hammer price; and 

(ii) the buyer’s premium; and 

(iii) any amounts due under section D3 above; and 

(iv)any duties, goods, sales, use, compensating or service tax or VAT. 
Payment is due no later than by the end of the seventh calendar day 
following the date of the auction (the ‘due date’). 

(b) We will only accept payment from the registered bidder. Once 
issued, we cannot change the buyer's name on an invoice or re-issue 
the invoice in a different name. You must pay immediately even if 
you want to export the lot and you need an export licence. 

(c) You must pay for lots bought at Christie's in the United Kingdom 
in the currency stated on the invoice in one of the following ways: 


(i) Wire transfer 

You must make payments to: 

Lloyds Bank Plc, City Office, PO Box 217,72 Lombard Street, London 
EC3P 3BT. Account number: 00172710, sort code: 30-00-02 Swift 
code: LOYDGB2LCTY. IBAN (international bank account number): 
GB81 LOYD 3000 0200 1727 10. 

(ii) Credit Card. 

We accept most major credit cards subject to certain conditions. You 
may make payment via credit card in person. You may also make a 
‘cardholder not present’ (CNP) payment by calling Christie's Post-Sale 
Services Department on +44 (0)20 7752 3200 or for some sales, by 
logging into your MyChristie’s account by going to: www.christies. 
com/mychristies. Details of the conditions and restrictions applicable 
to credit card payments are available from our Post-Sale Services 
Department, whose details are set out in paragraph (e) below. 

If you pay for your purchase using a credit card issued outside the 
region of the sale, depending on the type of credit card and account 
you hold, the payment may incur a cross-border transaction fee. If you 
think this may apply to, you, please check with your credit card issuer 
before making the payment. 

Please note that for sales that permit online payment, certain 
transactions will be ineligible for credit card payment. 

(iii) Cash 

We accept cash subject to a maximum of £5,000 per buyer per year 
at our Cashier's Department Department only (subject to conditions). 
(iv) Banker's draft 

You must make these payable to Christie's and there may be conditions. 
(v) Cheque 

You must make cheques payable to Christie's. Cheques must be 
from accounts in pounds sterling from a United Kingdom bank. 

(d) You must quote the sale number, lot number(s), your invoice 
number and Christie's client account number when making a payment. 
All payments sent by post must be sent to: Christie's, Cashiers 
Department, 8 King Street, St James's, London, SW1Y 6QT. 

(e) For more information please contact our Post-Sale Service Department 
by phone on +44 (0)20 7752 3200 or fax on +44 (0)20 752 3300. 


2. TRANSFERRING OWNERSHIP TO YOU 

You will not own the lot and ownership of the lot will not pass to you 
until we have received full and clear payment of the purchase price, 
even in circumstances where we have released the lot to the buyer. 


3 TRANSFERRING RISK TO YOU 

The risk in and responsibility for the lot will transfer to you from 
whichever is the earlier of the following: 

(a) When you collect the lot; or 

(b) At the end of the 30th day following the date of the auction or, if 
earlier, the date the lot is taken into care by a third party warehouse 
as set out on the page headed ‘Storage and Collection’, unless we 
have agreed otherwise with you in writing. 


4 WHAT HAPPENS IF YOU DO NOT PAY 

(a) If you fail to pay us the purchase price in full by the due date, we 
will be entitled to do one or more of the following (as well as enforce 
our rights under paragraph F5 and any other rights or remedies we 
have by law): 

(i) to charge interest from the due date at a rate of 5% a year above the 
UK Lloyds Bank base rate from time to time on the unpaid amount due; 
(ii) we can cancel the sale of the lot. If we do this, we may sell 
the lot again, publicly or privately on such terms we shall think 
necessary or appropriate, in which case you must pay us any 
shortfall between the purchase price and the proceeds from the 
resale. You must also pay all costs, expenses, losses, damages and 
legal fees we have to pay or may suffer and any shortfall in the 
seller's commission on the resale; 

(iii) we can pay the seller an amount up to the net proceeds payable 
in respect of the amount bid by your default in which case you 
acknowledge and understand that Christie's will have all of the 
rights of the seller to pursue you for such amounts; 

(iv) we can hold you legally responsible for the purchase price and 
may begin legal proceedings to recover it together with other losses, 
interest, legal fees and costs as far as we are allowed by law; 

(v) we can take what you owe us from any amounts which we or 
any company in the Christie's Group may owe you (including any 
deposit or other part-payment which you have paid to us); 

(vi)we can, at our option, reveal your identity and contact details to 
the seller; 

(vii) we can reject at any future auction any bids made by or on 
behalf of the buyer or to obtain a deposit from the buyer before 
accepting any bids; 

(viii) to exercise all the rights and remedies of a person holding 
security over any property in our possession owned by you, whether 
by way of pledge, security interest or in any other way as permitted 
by the law of the place where such property is located. You will be 
deemed to have granted such security to us and we may retain such 
property as collateral security for your obligations to us; and 

(ix) we can take any other action we see necessary or appropriate. 
(b) If you owe money to us or to another Christie’s Group company, 
we can use any amount you do pay, including any deposit or other 
part-payment you have made to us, or which we owe you, to pay off 
any amount you owe to us or another Christie’s Group company for 
any transaction. 

(c) If you make payment in full after the due date, and we choose 
to accept such payment we may charge you storage and transport 
costs from the date that is 30 calendar days following the auction 
in accordance with paragraphs Gd(i) and (ii). In such circumstances 
paragraph Gd(iv) shall apply. 


5 KEEPING YOUR PROPERTY 

If you owe money to us or to another Christie's Group company, 
as well as the rights set out in F4 above, we can use or deal 
with any of your property we hold or which is held by another 
Christie’s Group company in any way we are allowed to by law. 
We will only release your property to you after you pay us or the 
relevant Christie’s Group company in full for what you owe. 


However, if we choose, we can also sell your property in any 
way we think appropriate. We will use the proceeds of the sale 
against any amounts you owe us and we will pay any amount left 
from that sale to you. If there is a shortfall, you must pay us any 
difference between the amount we have received from the sale 
and the amount you owe us. 


G COLLECTION AND STORAGE 


(a) You must collect purchased lots within thirty days from the 
auction (but note that lots will not be released to you until you 
have made full and clear payment of all amounts due to us). 

(b) Information on collecting lots is set out on the Storage and 
Collection page and on an information sheet which you can get 
from the bidder registration staff or Christie's Post-Sale Services 
Department on +44 (0)20 7752 3200. 

(c) If you do not collect any lot within thirty days following the auction 
we can, at our option: 

(i) charge you storage costs at the rates set out at www.christies. 
com/storage. 

(ii) move the lot to another Christie's location or an affiliate or third 
party warehouse and charge you transport costs and administration 
fees for doing so and you will be subject to the third party storage 
warehouse’s standard terms and to pay for their standard fees 
and costs. 

(iii) sell the lot in any commercially reasonable way we think appropriate. 
(d) The Storage Conditions which can be found at www.christies. 
com/storage will apply. 


H TRANSPORT AND SHIPPING 

1 TRANSPORT AND SHIPPING 

We will enclose a transport and shipping form with each invoice sent 
to you. You must make all transport and shipping arrangements. 
However, we can arrange to pack, transport and ship your property 
if you ask us to and pay the costs of doing so. We recommend that 
you ask us for an estimate, especially for any large items or items 
of high value that need professional packing before you bid. We 
may also suggest other handlers, packers, transporters or experts if 
you ask us to do so. For more information, please contact Christie's 
Art Transport on +44 (0)20 7839 9060. See the information set 
out at www.christies.com/shipping or contact us at arttransport_ 
london@christies.com. We will take reasonable care when we are 
handling, packing, transporting and shipping a lot. However, if we 
recommend another company for any of these purposes, we are not 
responsible for their acts, failure to act or neglect. 


2 EXPORT AND IMPORT 

Any lot sold at auction may be affected by laws on exports from 
the country in which it is sold and the import restrictions of other 
countries. Many countries require a declaration of export for property 
leaving the country and/or an import declaration on entry of property 
into the country. Local laws may prevent you from importing a lot or 
may prevent you selling a lot in the country you import it into. We 
will not be obliged to cancel your purchase and refund the purchase 
price if your lot may not be exported, imported or it is seized for 
any reason by a government authority. It is your responsibility to 
determine and satisfy the requirements of any applicable laws or 
regulations relating to the export or import of any lot you purchase. 
(a) You alone are responsible for getting advice about and meeting 
the requirements of any laws or regulations which apply to 
exporting or importing any lot prior to bidding. If you are refused 
a licence or there is a delay in getting one, you must still pay 
us in full for the lot. We may be able to help you apply for the 
appropriate licences if you ask us to and pay our fee for doing so. 
However, we cannot guarantee that you will get one. 

For more information, please contact Christie's Art Transport 
Department on +44 (0)20 7839 9060. See the information set out 
at www.christies.com/shipping or contact us at arttransport_ 
london@christies.com. 

(b) You alone are responsible for any applicable taxes, tariffs or 
other government-imposed charges relating to the export or 
import of the lot. If Christie's exports or imports the lot on your 
behalf, and if Christie's pays these applicable taxes, tariffs or 
other government-imposed charges, you agree to refund that 
amount to Christie's. 

(c) Lots made of protected species 

Lots made of or including (regardless of the percentage) endangered 
and other protected species of wildlife are marked with the symbol 
~ in the catalogue. This material includes, among other things, ivory, 
tortoiseshell, crocodile skin, rhinoceros horn, whalebone, certain 
species of coral, and Brazilian rosewood. You should check the 
relevant customs laws and regulations before bidding on any lot 
containing wildlife material if you plan to import the lot into another 
country. Several countries refuse to allow you to import property 
containing these materials, and some other countries require a 
licence from the relevant regulatory agencies in the countries of 
exportation as well as importation. In some cases, the lot can only 
be shipped with an independent scientific confirmation of species 
and/or age and you will need to obtain these at your own cost. If a 
lot contains elephant ivory, or any other wildlife material that could 
be confused with elephant ivory (for example, mammoth ivory, 
walrus ivory, helmeted hornbill ivory), please see further important 
information in paragraph (c) if you are proposing to import the lot 
into the USA. We will not be obliged to cancel your purchase and 
refund the purchase price if your lot may not be exported, imported 
or it is seized for any reason by a government authority. It is your 
responsibility to determine and satisfy the requirements of any 
applicable laws or regulations relating to the export or import of 
property containing such protected or regulated material. 

(d) US import ban on African elephant ivory 

The USA prohibits the import of ivory from the African elephant. Any 
lot containing elephant ivory or other wildlife material that could be 
easily confused with elephant ivory (for example, mammoth ivory, 
walrus ivory, helmeted hornbill ivory) can only be imported into the 
US with results of a rigorous scientific test acceptable to Fish & 
Wildlife, which confirms that the material is not African elephant 
ivory. Where we have conducted such rigorous scientific testing on 
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a lot prior to sale, we will make this clear in the lot description. In 
all other cases, we cannot confirm whether a lot contains African 
elephant ivory, and you will buy that lot at your own risk and be 
responsible for any scientific test or other reports required for import 
into the USA at your own cost. If such scientific test is inconclusive 
or confirms the material is from the African elephant, we will not 
be obliged to cancel your purchase and refund the purchase price. 
(e) Lots of Iranian origin 

Some countries prohibit or restrict the purchase and/or import of 
lranian-origin ‘works of conventional craftsmanship’ (works that are 
not by a recognised artist and/or that have a function, for example: 
carpets, bowls, ewers, tiles, ornamental boxes). For example, the USA 
prohibits the import of this type of property and its purchase by US 
persons (wherever located). Other countries only permit the import of 
this property in certain circumstances. As a convenience to buyers, 
Christie's indicates under the title of a lot if the lot originates from 
Iran (Persia). It is your responsibility to ensure you do not bid on or 
import a lot in contravention of the sanctions or trade embargoes 
that apply to you. 

(f) Gold 

Gold of less than 18ct does not qualify in all countries as ‘gold’ and 
may be refused import into those countries as ‘gold’. 

(g) Jewellery over 50 years old 

Under current laws, jewellery over 50 years old which is worth 
£39,219 or more will require an export licence which we can apply 
for on your behalf. It may take up to eight weeks to obtain the export 
jewellery licence. 

(h) Watches 

Many of the watches offered for sale in this catalogue are pictured 
with straps made of endangered or protected animal materials such 
as alligator or crocodile. These lots are marked with the symbol ¥ in 
the catalogue. These endangered species straps are shown for display 
purposes only and are not for sale. Christie's will remove and retain the 
strap prior to shipment from the sale site. At some sale sites, Christie's 
may, at its discretion, make the displayed endangered species strap 
available to the buyer of the lot free of charge if collected in person from 
the sale site within one year of the date of the sale. Please check with 
the department for details on a particular lot. 

For all symbols and other markings referred to in paragraph H2, 
please note that lots are marked as a convenience to you, but we do 
not accept liability for errors or for failing to mark lots. 


1 OUR LIABILITY TO YOU 


(a) We give no warranty in relation to any statement made, or 
information given, by us or our representatives or employees, about 
any lot other than as set out in the authenticity warranty and, as 
far as we are allowed by law, all warranties and other terms which 
may be added to this agreement by law are excluded. The seller's 
warranties contained in paragraph E1 are their own and we do not 
have any liability to you in relation to those warranties. 

(b) (i) We are not responsible to you for any reason (whether for 
breaking this agreement or any other matter relating to your 
purchase of, or bid for, any lot) other than in the event of fraud or 
fraudulent misrepresentation by us or other than as expressly set out 
in these Conditions of Sale; or 

(ii) We do not give any representation, warranty or guarantee or 
assume any liability of any kind in respect of any lot with regard 
to merchantability, fitness for a particular purpose, description, 
size, quality, condition, attribution, authenticity, rarity, importance, 
medium, provenance, exhibition history, literature, or historical 
relevance. Except as required by local law, any warranty of any kind 
is excluded by this paragraph. 

(c) In particular, please be aware that our written and telephone 
bidding services, Christie's LIVE™, condition reports, currency 
converter and saleroom video screens are free services and we are 
not responsible to you for any error (human or otherwise), omission 
or breakdown in these services. 

(d) We have no responsibility to any person other than a buyer in 
connection with the purchase of any lot. 

(e) If, in spite of the terms in paragraphs (a) to (d) or E2(i) above, we are 
found to be liable to you for any reason, we shall not have to pay more 
than the purchase price paid by you to us. We will not be responsible 
to you for any reason for loss of profits or business, loss of opportunity 
or value, expected savings or interest, costs, damages, or expenses. 


J OTHER TERMS 

1 OUR ABILITY TO CANCEL 

In addition to the other rights of cancellation contained in this 
agreement, we can cancel a sale of a lot if: (i) any of your warranties 
in paragraph E3 are not correct; (ii) we reasonably believe that 
completing the transaction is or may be unlawful; or (iii) we 
reasonably believe that the sale places us or the seller under any 
liability to anyone else or may damage our reputation. 


2 RECORDINGS 

We may videotape and record proceedings at any auction. We will 
keep any personal information confidential, except to the extent 
disclosure is required by law. However, we may, through this process, 
use or share these recordings with another Christie's Group company 
and marketing partners to analyse our customers and to help us to 
tailor our services for buyers. If you do not want to be videotaped, you 
may make arrangements to make a telephone or written bid or bid on 
Christie's LIVE™ instead. Unless we agree otherwise in writing, you 
may not videotape or record proceedings at any auction. 


3 COPYRIGHT 

We own the copyright in all images, illustrations and written material 
produced by or for us relating to a lot (including the contents of our 
catalogues unless otherwise noted in the catalogue). You cannot 
use them without our prior written permission. We do not offer any 
guarantee that you will gain any copyright or other reproduction 
rights to the lot. 


4 ENFORCING THIS AGREEMENT 
If a court finds that any part of this agreement is not valid or is illegal 


or impossible to enforce, that part of the agreement will be treated 
as being deleted and the rest of this agreement will not be affected. 


5 TRANSFERRING YOUR RIGHTS AND RESPONSIBILITIES 

You may not grant a security over or transfer your rights or 
responsibilities under these terms on the contract of sale with the 
buyer unless we have given our written permission. This agreement 
will be binding on your successors or estate and anyone who takes 
over your rights and responsibilities. 


6 TRANSLATIONS 

If we have provided a translation of this agreement, we will use this 
original version in deciding any issues or disputes which arise under 
this agreement. 


7 PERSONAL INFORMATION 

We will hold and process your personal information and may pass 
it to another Christie's Group company for use as described in, and 
in line with, our privacy notice at www.christies.com/about-us/ 
contact/privacy and if you are a resident of California you can see a 
copy of our California Consumer Privacy Act statement at https:// 
www.christies.com/about-us/contact/ccpa. 


8 WAIVER 

No failure or delay to exercise any right or remedy provided under 
these Conditions of Sale shall constitute a waiver of that or any other 
right or remedy, nor shall it prevent or restrict the further exercise of 
that or any other right or remedy. No single or partial exercise of such 
right or remedy shall prevent or restrict the further exercise of that or 
any other right or remedy. 


9 LAW AND DISPUTES 

This agreement, and any contractual or non-contractual dispute 
arising out of or in connection with this agreement, will be governed 
by English law. Before either you or we start any court proceedings 
and if you and we agree, you and we will try to settle the dispute by 
mediation in accordance with the CEDR Model Mediation Procedure. 
If the dispute is not settled by mediation, you agree for our benefit that 
the dispute will be referred to and dealt with exclusively in the English 
courts; however, we will have the right to bring proceedings against 
you in any other court. 


10 REPORTING ON WWW.CHRISTIES.COM 

Details of all lots sold by us, including catalogue descriptions 
and prices, may be reported on www.christies.com. Sales totals 
are hammer price plus buyer’s premium and do not reflect costs, 
financing fees, or application of buyer's or seller's credits. We regret 
that we cannot agree to requests to remove these details from www. 
christies.com. 


K GLOSSARY 

auctioneer: the individual auctioneer and/or Christie's. 

authenti genuine example, rather than a copy or forgery of: 

(i) the work of a particular artist, author or manufacturer, if the 
lot is described in the Heading as the work of that artist, author or 
manufacturer; 

(ii) a work created within a particular period or culture, if the lot is 
described in the Heading as a work created during that period or 
culture; 

(iii) a work for a particular origin source if the lot is described in the 
Heading as being of that origin or source; or 

(iv) in the case of gems, a work which is made of a particular 
material, if the lot is described in the Heading as being made of 
that material. 

authenticity warranty: the guarantee we give in this agreement that 
a lot is authentic as set out in section E2 of this agreement. 
buyer’s premium: the charge the buyer pays us along with the 
hammer price. 

catalogue description: the description of a lot in the catalogue for 
the auction, as amended by any saleroom notice. 

Christie’s Group: Christie's International Plc, its subsidiaries and 
other companies within its corporate group. 

condition: the physical condition of a lot. 

due date: has the meaning given to it in paragraph F(a). 

estimate: the price range included in the catalogue or any saleroom 
notice within which we believe a lot may sell. Low estimate means 
the lower figure in the range and high estimate means the higher 
figure. The mid estimate is the midpoint between the two. 
hammer price: the amount of the highest bid the auctioneer 
accepts for the sale of a lot. 

Heading: has the meaning given to it in paragraph E2. 
Subheading: has the meaning given to it in paragraph E2. 

lot: an item to be offered at auction (or two or more items to be 
offered at auction as a group). 

other damages: any special, consequential, incidental or indirect 
damages of any kind or any damages which fall within the meaning 
of ‘special’, ‘incidental’ or ‘consequential’ under local law. 

purchase price: has the meaning given to it in paragraph F(a). 
provenance: the ownership history of a lot. 

qualified: has the meaning given to it in paragraph E2 and Qualified 
Headings means the section headed Qualified Headings on the 
page of the catalogue headed ‘Important Notices and Explanation 
of Cataloguing Practice’. 

reserve: the confidential amount below which we will not sell a lot. 
saleroom notice: a written notice posted next to the lot in the 
saleroom and on www.christies.com, which is also read to prospective 
telephone bidders and notified to clients who have left commission 
bids, or an announcement made by the auctioneer either at the 
beginning of the sale, or before a particular lot is auctioned. 

UPPER CASE type: means having all capital letters. 

warranty: a statement or representation in which the person making 
it guarantees that the facts set out in it are correct. 
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VAT SYMBOLS AND EXPLANATION 


Important Notice 


The VAT liability in force on the date of the sale will be the rules under which we invoice you. 


You can find the meanings of words in bold on this page in the glossary section of the Conditions of Sale. 


VAT Payable 
Symbol 
No We will use the VAT Margin Scheme in accordance with Section 50A of the VAT Act 1994 & SI VAT (Special Provisions) Order 1995. 
Symbol No VAT will be charged on the hammer price. VAT at 20% will be added to the buyer's premium but will not be shown separately on our invoice. 
t We will invoice under standard VAT rules and VAT will be charged at 20% on both the hammer price and buyer's premium and shown separately on our invoice. For qualifying 
D books only, no VAT is payable on the hammer price or the buyer's premium. 
* These lots have been imported from outside the UK for sale and placed under the Temporary Admission regime. Import VAT is payable at 5% on the hammer price. VAT at 20% 
will be added to the buyer’s premium but will not be shown separately on our invoice. 
o These lots have been imported from outside the UK for sale and placed under the Temporary Admission regime. Customs Duty as applicable will be added to the hammer price 
and Import VAT at 20% will be charged on the Duty Inclusive hammer price. VAT at 20% will be added to the buyer’s premium but will not be shown separately on our invoice. 
The VAT treatment will depend on whether you have registered to bid with a UK address or non-UK address: 
a + If you register to bid with an address within the UK you will be invoiced under the VAT Margin Scheme (see No Symbol above). 
If you register to bid with an address outside of the UK you will be invoiced under standard VAT rules (see * symbol above) 


For wine offered ‘in bond’ only. If you choose to buy the wine in bond no Excise Duty or Clearance VAT will be charged on the hammer. 
H If you choose to buy the wine out of bond Excise Duty as applicable will be added to the hammer price and Clearance VAT at 20% will be charged on the Duty inclusive hammer 
price. Whether you buy the wine in bond or out of bond, 20% VAT will be added to the buyer’s premium and shown on the invoice. 


VAT refunds: what can | reclaim? 


Non-UK buyer 


No symbol 


tanda 


¥ (wine only) 


xand Q 


We will refund the VAT amount in the buyer's premium. 


If you meet ALL of the conditions in notes 1 to 3 below we will refund the following tax charges: 


We will refund the Import VAT charged on the hammer price and the VAT amount in the buyer's premium. 


We will refund the VAT charged on the hammer price. VAT on the buyer’s premium can only be refunded if you are an overseas business. The VAT| 
amount in the buyer’s premium cannot be refunded to non-trade clients. 


No Excise Duty or Clearance VAT will be charged on the hammer price providing you export the wine while ‘in bond directly outside the UK 
using an Excise authorised shipper. VAT on the buyer's premium can only be refunded if you are an overseas business. 
The VAT amount in the buyer's premium cannot be refunded to non-trade clients. 


1. We CANNOT offer refunds of VAT 
amounts or Import VAT to buyers who 
do not meet all applicable conditions 
in full. If you are unsure whether you 
will be entitled to a refund, please 
contact Client Services at the address 
below before you bid. 

2. No VAT amounts or Import VAT will 
be refunded where the total refund is 
under £100. 

3. To receive a refund of VAT 
amounts/Import VAT (as applicable) a 
non-UK buyer must: 

a) have registered to bid with an 
address outside of the UK; and 

b) provide immediate proof of correct 
export out of the UK within the 
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required time frames of: 30 days via a 
‘controlled export’ but no later than 90 
days from the date of the sale for * and 
Q lots. All other lots must be exported 
within 90 days of the sale. 

4. Details of the documents which 

you must provide to us to show 
satisfactory proof of export/shipping 
are available from our VAT team at the 
address below. 


We charge a processing fee of 

£35.00 per invoice to check shipping/ 
export documents. We will waive this 
processing fee if you appoint Christie's 
Shipping Department to arrange your 
export/shipping. 


5. Following the UK's departure 

from the EU (Brexit), private buyers 
will only be able to secure VAT-free 
invoicing and/or VAT refunds if they 
instruct Christie's or a third party 
commercial shipper to export out of 
the UK on their behalf. 

6. Private buyers who choose to 
export their purchased lots from the 
UK by hand carry will now be charged 
VAT at the applicable rate and will not 
be able to claim a VAT refund. 

7. If you appoint Christie's Art 
Transport or one of our authorised 
shippers to arrange your export/ 
shipping we will issue you with an 


export invoice with the applicable VAT 
or duties cancelled as outlined above. 
If you later cancel or change the 
shipment in a manner that infringes 
the rules outlined above we will issue 
a revised invoice charging you all 
applicable taxes/charges. 

If you export via a third party 
commercial shipper, you must provide 
us with sufficient proof of export in 
order for us to cancel the applicable 
VAT or duties outlined above. 

8. If you ask us to re-invoice you under 
normal UK VAT rules (as if the lot had 
been sold with a t symbol) instead of 
under the Margin Scheme the lot may 


become ineligible to be resold using 
the Margin Schemes. You should take 
professional advice if you are unsure 
how this may affect you. 

9. All reinvoicing requests, corrections, 
or other VAT adjustments must be 
received within four years from the 
date of sale. 

If you have any questions about VAT 
refunds please contact Christie's 
Client Services on info@christies.com 
Tel: +44 (0)20 7389 2886. 

Fax: +44 (0)20 7839 1611. 
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SYMBOLS USED IN THIS CATALOGUE 


The meaning of words coloured in bold in this section can be found at the end of the section of the catalogue headed ‘Conditions of Sale’. 


O 


Christie's has a direct financial interest 
in the lot. See Important Notices and 
Explanation of Cataloguing Practice. 


A 


Owned by Christie’s or another Christie’s 
Group company in whole or part. See 
Important Notices and Explanation of 
Cataloguing Practice. 


+ 

Christie's has a direct financial interest in 
the lot and has funded all or part of our 
interest with the help of someone else. 
See Important Notices and Explanation of 
Cataloguing Practice. 


D 
Bidding by interested parties. 


A 
Artist's Resale Right. See Section D3 of 
the Conditions of Sale. 


Lot offered without reserve which will be 
sold to the highest bidder regardless of the 
pre-sale estimate in the catalogue. 


Lot incorporates material from 
endangered species which could result 

in export restrictions. See Section H2(c) of 
the Conditions of Sale. 


d 

Lot incorporates material from 
endangered species which is shown for 
display purposes only and is not for sale. 
See Section H2(h) of the Conditions of Sale. 


t, *, O, a, ¢ 
See VAT Symbols and Explanation. 


See Storage and Collection Page. 


Please note that lots are marked as a convenience to you and we shall not be liable for any errors in, or failure to, mark a lot. 


IMPORTANT NOTICES 


CHRISTIE’S INTEREST IN PROPERTY 
CONSIGNED FOR AUCTION 


A Property Owned in part or in full by Christie’s 
From time to time, Christie’s may offer a lot which it 
owns in whole or in part. Such property is identified in the 
catalogue with the symbol A next to its lot number. Where 
Christie's has an ownership or financial interest in every 
lot in the catalogue, Christie's will not designate each lot 
with a symbol, but will state its interest in the front of the 
catalogue. 


° Minimum Price Guarantees 
On occasion, Christie's has a direct financial interest in 
the outcome of the sale of certain lots consigned for sale. 
This will usually be where it has guaranteed to the Seller 
that whatever the outcome of the auction, the Seller will 
receive a minimum sale price for the work. This is known 
as a minimum price guarantee. Where Christie's holds 
such financial interest we identify such lots with the 
symbol ° next to the lot number. 


°¢ Third Party Guarantees/Irrevocable bids 
Where Christie's has provided a Minimum Price Guarantee 
it is at risk of making a loss, which can be significant, if the 
lot fails to sell. Christie's therefore sometimes chooses to 
share that risk with a third party who agrees prior to the 
auction to place an irrevocable written bid on the lot. If 
there are no other higher bids, the third party commits to 
buy the lot at the level of their irrevocable written bid. In 
doing so, the third party takes on all or part of the risk of the 
lot not being sold. Lots which are subject to a third party 
guarantee arrangement are identified in the catalogue with 
the symbol Oé. 


In most cases, Christie's compensates the third party in 
exchange for accepting this risk. Where the third party is 
the successful bidder, the third party’s remuneration is 
based on a fixed financing fee. If the third party is not the 
successful bidder, the remuneration may either be based 
on a fixed fee or an amount calculated against the final 
hammer price. The third party may also bid for the lot 
above the irrevocable written bid. Where the third party is 
the successful bidder, Christie’s will report the purchase 
price net of the fixed financing fee. 


Third party guarantors are required by us to disclose to 
anyone they are advising their financial interest in any 
lots they are guaranteeing. However, for the avoidance 
of any doubt, if you are advised by or bidding through an 
agent on a lot identified as being subject to a third party 
guarantee you should always ask your agent to confirm 
whether or not he or she has a financial interest in relation 
to the lot. 


05/03/21 


u Bidding by parties with an interest 


When a party with a direct or indirect interest in the lot 


who may have knowledge of the lot’s reserve or other 
material information may be bidding on the lot, we will 
mark the lot with this symbol o This interest can include 


beneficiaries of an estate that consigned the lot or a joint 


owner of a lot. Any interested party that successfully 


bids on a lot must comply with Christie's Conditions of 


Sale, including paying the lot’s full Buyer's Premium plus 
applicable taxes. 


Post-catalogue notifications 

In certain instances, after the catalogue has been 
published, Christie's may enter into an arrangement or 
become aware of bidding that would have required a 


catalogue symbol. In those instances, a pre-sale or pre-lot 


announcement will be made. 
Other Arrangements 


Christie's may enter into other arrangements not involving 
bids. These include arrangements where Christie's 
has made loans or advanced money to consignors or 
prospective purchasers or where Christie's has shared 
the risk of a guarantee with a partner without the partner 
being required to place an irrevocable written bid or 
otherwise participating in the bidding on the lot. Because 
such arrangements are unrelated to the bidding process 
they are not marked with a symbol in the catalogue. 
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GLOSSARY OF CATALOGUING TERMS 


AQUATINT 

An etching process in which tone is created 
by treating a plate with fine particles of acid- 
resistant material (like powdered resin) and 
then placing the plate in an acid bath. The 
acid bites into the plate between the grains 
of resin and, when printed, the mass of tiny 
spots produces a textured area with tonal 
effects similar to watercolor wash. 


ARTIST'S PROOF/EPREUVE D'ARTISTE 
Impressions printed especially for the artist 
and excluded from the numbering of an 
edition, but exactly like the editioned prints 
in every other respect. Usually appears as 
“A.P.” or "E.A." 


BLINDSTAMP/CHOP 

The embossed, inked, or stamped symbol 
used by printers and print workshops, 
usually in the margin of the paper as a mark 
of identification. 


BON À TIRER/RIGHT TO PRINT 

The proof approved by the artist which 
establishes the standard for all of the other 
prints in the edition. 


BURR 

When using a drypoint needle or other 
engraving tool to draw directly into a metal 
plate, small, fine pieces of metal are raised 
up on both sides of the scored line. This 
burr holds additional ink during the printing 
process and gives the lines a velvety or 
fuzzy texture. Burr is very delicate and 
consequently is easily worn down during 
the pressures of the printing process. Early 
pulls or impressions taken from such plates 
are characterized by rich burr. In the case 
of Old Master prints especially, the quantity 
and evidence of burr can sometimes be 
used as an aid in determining how early the 
impression was pulled. 


CANCELLATION PROOF 

When the edition is complete, the matrix - a 
block, plate, stone, mylar or other - is effaced, 
crossed out or otherwise “cancelled”. 

An impression is then taken from this matrix, 
showing that the plate has been “cancelled”. 
This ensures that no further uncancelled 
impressions can be pulled. 


CARBORUNDUM 

The trade name for silicon carbide, 
carborundum began its use in printmaking 
as an abrasive which was used in effacing 
lithographic stones. The particles, when 
mixed together with glue, can also be used 
to draw on a plate — sometimes creating 

a raised surface — which is then inked and 
printed with the ink being held in the spaces 
between the particles. The resulting prints 
are often textured due to the raised areas of 
the printing surface. 


CATALOGUE RAISONNÉ 

A scholarly catalogue which should include 
all the known works by an artist at the time 
of publication. Essential information by 
which works are identified is included. 


CHINE APPLIQUÉ/CHINE COLLÉ 

A method of adhering a thin paper, 
sometimes of a different color or texture, 
onto a larger, heavier sheet during the 
printing process using glue or water to 
dampen and coat the papers. 


COLOPHON/JUSTIFICATION 

A note, usually at the end of a book or 
portfolio of prints, giving all or some of the 
following information: name of work, author, 
printer, place of printing, date, size of edition. 


DECKLE EDGE 

The natural, untrimmed edge of handmade 
paper usually slightly uneven and sometimes 
slightly thinner than the rest of the sheet. 


DRYPOINT 

An intaglio process in which a plate is 
marked or incised directly with a needle. 
The drypoint line can look very much like 
an etched line but is usually lighter and 
characterized by the existence of burr. 


EDITION 

The total number of impressions pulled off a 
single image or set of images from the same 
matrix. To this number the artist usually 
authorizes the addition of a small number of 
artist's, printer's, publisher's and other proofs. 


EMBOSSING 
A process used to create a raised surface or 
raised element, but printed without ink. 


ENGRAVING 

An intaglio process in which a plate is 
marked or incised directly with a burin or 
other metal-marking tool. No acid is used 
in this process since the design is dug out 
by hand. An engraved line can range from 
very deep and wide, to lighter and thinner 
and is often characterized by a pointed end 
signaling the exit of the “v” shaped burin 
from the metal. 


ETCHING 

An intaglio process in which a plate is 
treated with an acid-resistant ground. The 
artist then draws through the ground with 
various tools to expose the metal. The plate 
is then immersed in an acid bath where 
the acid “bites” or chemically dissolves the 
exposed lines. The metal plate is therefore 
“carved” or “etched” by the acid rather than 
by a tool directly in the metal. 


FOUL-BITING 

When the acid-resistant ground on a metal 
plate does not keep the acid entirely out, 
irregularities can appear. These “bitten” 
areas will, when the plate is printed, catch 
ink and appear as spots or oddly inked areas. 


FRONTISPIECE 
Illustration in a book opposite the title page. 


HELIOGRAVURE 

A method of making a photo-etched or 
photogravure plate using an aquatint texture 
directly on the plate to create tone. 


HORS-COMMERCE/“H.C.” 

Meaning “outside of the commercial edition", 
these proofs, not originally intended for 

sale, are excluded from the numbering of 

an edition, but are otherwise exactly like the 
editioned prints in every other respect. 


INTAGLIO 

All matrices which have either been cut 
into or “bitten” into. The resulting “dug out” 
lines are printed. Intaglio processes include 
etching, aquatint, engraving, mezzotint and 
metal engravings, among others. 


LINOCUT/LINOLEUM CUT 

A relief process, like a woodcut, where the 
artist carves the design out of the linoleum or 
linoleum mounted onto wood. What remains 
is printed, rather than what is cut away. 


Please note all lots are unframed unless stated. 


Full condition reports can be found online at www.christies.com 
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GLOSSARY OF CATALOGUING TERMS 


LITHOGRAPHY 

A planographic printing process where a 
drawing is made directly on a stone or other 
smooth matrix with greasy materials such 
as lithographic crayon. The surface is then 
dampened with water, which is repelled by 
the greasy areas. The surface is then rolled 
with greasy printing ink which adheres only 
to the greasy areas and is itself repelled 

by the areas which have water. The drawn 
image is then printed. 


MASTER PRINTER 
A highly skilled printer who works very 
closely with the artist to produce the edition. 


MATRIX 

The base from which the print is made. This 
can be anything - a standard metal plate or 
lithographic stone, a potato or vinyl record, 
a stencil - anything from which you print. 


MEZZOTINT 

An intaglio method in which the entire 
surface of the plate is roughened by a 

spiked tool (“rocker”) so that, if inked, the 
entire plate would print in solid black. The 
artist then works from “black” to “white” by 
scraping (or burnishing) out areas to produce 
lighter tones. 


MONOTYPE 

A unique image printed from an unworked, 
smooth, metal or glass surface painted in ink 
by the artist. 


MONOPRINT 

A print which has as its base an etching, 
lithograph or woodcut and which is then 
uniquely altered by monotype coloring, 
unique inking, or choices in paper color. 


OFFSET PRINTING 

Method of printing in which the inked image 
from a lithographic stone, a metal plate 

or other matrix is first transferred to an 
intermediary such as a rubber cylinder or 
blanket and then to paper, thus creating an 
image in the same direction as the original. 


PHOTO-ETCHING/PHOTOGRAVURE 
An intaglio process in which an image 
is produced on an etching plate by 
photographic means. 

(See also Heliogravure) 


PHOTO-LITHOGRAPH 
A process in which an image is produced on 
a lithographic plate by photographic means. 


PLANOGRAPHIC PRINT 

Printing from a flat surface. Planographic 
processes include lithography and some 
forms of commercial printing. 


PLATE MARK 

The imprint in the paper resulting from the 
edge of a metal plate being pushed into it 
during the pressure of the printing process. 


PLATE TONE 

A veil of ink intentionally left on the surface 
of the plate during printing which creates 
delicate areas of tone or shading. 


POCHOIR 
A printing process using stencils, originally 
used to simulate hand-coloring. 


PRINTER’S PROOFS 

Impressions printed especially for the 
printer(s) and excluded from the numbering 
of an edition, but exactly like the editioned 
prints in every other respect. Usually appears 
as “P,P.” 


PROGRESSIVE PROOFS 

Series of proofs taken to show each individual 
color plate and each combination of them 
culminating in the final, complete version. 


PUBLISHER 

The person or entity who subsidizes and 
often initiates the making of a print edition 
or portfolio and who also disseminates 
the prints. 


RELIEF PRINTING 

When the image is printed from the raised 
or uncarved portion of the matrix. Relief 
processes include woodcuts and linocuts, 
among others. 


SCREENPRINT/SILKSCREEN 

A printing process using stencils to block out 
areas which are then printed through silk, 
other fabric or metal mesh. 


SOFT-GROUND ETCHING 

An etching technique where a soft ground is 
laid on the metal plate. The artist draws onto 
a piece of paper which is laid down on top of 
the ground. The ground adheres to the paper 
where the pencil or other tool has pressed 
down into it through the paper and pulls 
away when the paper is lifted. The resulting 
“marked” plate is placed in an acid-bath 
where the acid “bites” into the more exposed 
areas where the ground has been “lifted”. 
The line created is often soft and grainy. 


STATE 

An impression taken from the plate at a 
particular moment or stage of development 
and distinguished from impressions taken 
at other times during that process. The final 
State is the state from which editions are 
generally pulled, although some artists pull 
several impressions in each state. 


STEEL FACING 

When a metal intaglio plate is covered with 
a thin deposit of steel using electrolysis 
creating a much harder surface which can 
accommodate larger numbers of printings 
before wear becomes evident. 


TRIAL PROOF 

An early proof, often incorporating artist's 
revisions and changes and generally not 
identical to the numbered, editioned prints. 
Also referred to as Working Proof. 


TUSCHE 
Grease in stick or liquid form used 
principally for drawing in lithography. 


WATERMARK 

Design in the paper seen when held against 
the light. A manufacturer's mark, it is used to 
trace the origin and date of the paper. 


WAXTYPE 

A process like screenprinting where 
pigmented beeswax is used rather than 
traditional printer's ink. 


WOODCUT 

A relief technique where the image or design 
is left raised above what is carved out of the 
wood. What is not carved is printed. 


STORAGE AND COLLECTION 


COLLECTION LOCATION AND TERMS 

Specified lots (sold and unsold) marked with a filled 
square (Ml) not collected from Christie's, 8 King Street, 
London SW1Y 6QT by 5.00pm on the day of the sale 
will, at our option, be removed to Crozier Park Royal 
(details below). Christie's will inform you if the lot has 
been sent offsite. 


f the lot is transferred to Crozier Park Royal, it will be 
available for collection from 12.00pm on the second 
business day following the sale. 


Please call Christie's Client Service 24 hours in 
advance to book a collection time at Crozier Park 
Royal. All collections from Crozier Park Royal will be 
by pre-booked appointment only. 


Tel: +44 (0)20 7839 9060 
Email: cscollectionsuk@christies.com. 


If the lot remains at Christie's, 8 King Street, it will 
be available for collection on any working day (not 
weekends) from 9.00am to 5.00pm. 


CROZIER PARK ROYAL 


Unit 7, Central Park 
Central Way 
London NW10 7FY 


Vehicle access via Central Way only, off Acton Lane. 


COLLECTION FROM 
CROZIER PARK ROYAL 


Please note that the opening hours for 
Crozier Park Royal are Monday to Friday 
8.30am to 4.30pm and lots transferred are 
not available for collection at weekends. 


CUMBERLAND AVE 


294 


COLLECTION AND CONTACT DETAILS 

Lots will only be released on payment of all charges 
due and on production of a Collection Form from 
Christie's. Charges may be paid in advance or at the 
time of collection. We may charge fees for storage if 
your lot is not collected within thirty days from the 
sale. Please see paragraph G of the Conditions of 
Sale for further detail. 


Tel: +44 (0)20 7839 9060 
Email: cscollectionsuk@christies.com 


SHIPPING AND DELIVERY 

Christie's Post-Sale Service can organise local 
deliveries or international freight. Please contact 
them on +44 (0)20 7752 3200 or PostSaleUK@ 
christies.com. 
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PROPERTY FROM AN IMPORTANT FAMILY COLLECTION 


REMBRANDT HARMENSZ. VAN RUN (LEIDEN 1606-1669 AMSTERDAM) 
Christ crucified between two Thieves: ‘The Three Crosses’ 
drypoint, 1653, on laid paper, watermark Strasbourg Bend (Hinterding D.a.b.), a very fine impression of this highly important subject, the very rare third 
state (of five), printing with rich burr and a warm, selectively wiped platetone 
Plate 386 x 450 mm. 
Sheet 388 x 453 mm. 
£800,000-1,200,000 


OLD MASTER PAINTINGS EVENING SALE 
London, 7 July 2022 


VIEWING 

2-7 July 2022 

8 King Street 
London SW1Y 6QT 


CONTACT 

Tim Schmelcher 
tschmelcher@christies.com 
+44 (0)207 389 2268 


Other fees apply in addition to the hammer price. See Section D 
of our Conditions of Sale at the back of the Auction Catalogue 


CHRISTIE’S 


JOSEPH MALLORD WILLIAM TURNER, R.A. (1775-1851) 


Hampton Court Palace 


pencil and watercolour, heightened with gum arabic and with scratching out 


OLD MASTER PAINTINGS EVENING SALE 
London, 7 July 2022 


VIEWING 

2-7 July 2022 

8 King Street 
London SW1Y 6QT 


CONTACT 

Harriet Drummond 
hdrummond@christies.com 
+44 (0)20 7389 2278 


Other fees apply in addition to the hammer price. See Section D 
of our Conditions of Sale at the back of the Auction Catalogue 


11% x 16 in. (28.8 x 40.5 cm.) 


CHRISTIE’S 


JOSEPH MALLORD WILLIAM TURNER, R.A. (1775-1851) 
View of Heidelberg with a rainbow 
signed ‘JMW Turner’ (on mile post, lower left) 
pencil and watercolour, heightened with bodycolour and with scratching out 
13 % x 20 % in. (34.7 x 52.8 cm) 
£3,000,000 - 4,000,000 


OLD MASTER PAINTINGS EVENING SALE 
London, 7 July 2022 


VIEWING 

2-7 July 2022 

8 King Street 
London SW1Y 6QT 


CONTACT 

Harriet Drummond 
hdrummond@christies.com 
+44 (0)20 7389 2278 


Other fees apply in addition to the hammer price. See Section D 
of our Conditions of Sale at the back of the Auction Catalogue 
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IDENTITY VERIFICATION 


From January 2020, new anti-money laundering regulations require Christie's and 
other art businesses to verify the identity of all clients. To register as a new client, 
you will need to provide the following documents, or if you are an existing client, you 


will be prompted to provide any outstanding documents the next time you transact. 


Private individuals: 

- A copy of your passport or other government-issued photo ID 

- Proof of your residential address (such as a bank statement or utility bill) 
dated within the last three months 


Please upload your documents through your christies.com account: 
click ‘My Account’ followed by ‘Complete Profile’. You can also email your 
documents to info@christies.com or provide them in person. 


Organisations: 

- Formal documents showing the company’s incorporation, its registered office 
and business address, and its officers, members and ultimate beneficial owners 

- A passport or other government-issued photo ID for each authorised user 


Please email your documents to info@christies.com or provide them in person. 


CHRISTIE'S 


OLD MASTER AND BRITISH WORKS ON PAPER: 
DRAWINGS, WATERCOLOURS 

AND PRINTS 1500-1900 

TUESDAY 5 JULY 2022 AT 12 PM 


8 King Street, St. James's, London SW1Y 6QT 


CODE NAME: MIMMA 
SALE NUMBER: 20450 


(Dealers billing name and address must agree with tax exemption 
certificate. Once issued, we cannot change the buyer's name on an 
invoice or re-issue the invoice in a different name.) 


BID ONLINE FOR THIS SALE AT CHRISTIES.COM 


BIDDING INCREMENTS 

Bidding generally starts below the low estimate and 
increases in steps (bid increments) of up to 10 per cent. 
The auctioneer will decide where the bidding should start 
and the bid increments. Written bids that do not conform 
to the increments set below may be lowered to the next 
bidding interval. 


UK£100 to UKE2,000 by UKE100s 
UK£2,000 to UKE3,000 by UK£200s 
UK£3,000 to UKE5,000 by UK£200, 500, 800 
(eg UK£4,200, 4,500, 4,800) 
UK£5,000 to UKE10,000 by UK£500s 
UKE£10,000 to UKE20,000 by UKE£1,000s 
UK£20,000 to UK£30,000 by UK£2,000s 
UK£30,000 to UK£50,000 by UK£2,000, 5,000, 8,000 
(eg UKE32,000, 35,000, 38,000} 
UK£50,000 to UK£100,000 by UKE5,000s 
UK£100,000 to UK£120,000 by UK£10,000s 


Above UK£200,000 at auctioneer’s discretion 


The auctioneer may vary the increments during the 
course of the auction at his or her own discretion. 


1. | request Christie's to bid on the stated lots up to the 
maximum bid | have indicated for each lot. 

2. | understand that if my bid is successful, the amount 
payable will be the sum of the hammer price and the 
buyer's premium (together with any taxes chargeable 
on the hammer price and buyer’s premium and any 
applicable Artist's Resale Royalty in accordance with the 
Conditions of Sale - Buyer's Agreement). The buyer's 
premium rate shall be an amount equal to 26% of the 
hammer price of each lot up to and including £700,000, 
20% on any amount over £700,000 up to and including 
£4,500,000 and 14.5% of the amount above £4,500,000. 
For wine and cigars there is a flat rate of 22.5% of the 
hammer price of each lot sold. 

3. | agree to be bound by the Conditions of Sale printed 
in the catalogue. 

4. | understand that if Christie's receive written bids on a 
lot for identical amounts and at the auction these are the 
highest bids on the lot, Christie’s will sell the lot to the 
bidder whose written bid it received and accepted first. 
5. Written bids submitted on ‘no reserve’ lots will, in the 
absence of a higher bid, be executed at approximately 50% 
of the low estimate or at the amount of the bid if it is less 
than 50% of the low estimate. 

| understand that Christie’s written bid service is a free 
service provided for clients and that, while Christie’s will 
be as careful as it reasonably can be, Christie's will not 
be liable for any problems with this service or loss or 
damage arising from circumstances beyond Christie's 
reasonable control. 


Auction Results: +44 (0)20 7839 9060 
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WRITTEN BIDS FORM 
CHRISTIE'S LONDON 


WRITTEN BIDS MUST BE RECEIVED AT LEAST 24 HOURS BEFORE THE AUCTION BEGINS. 


CHRISTIE'S WILL CONFIRM ALL BIDS RECEIVED BY FAX BY RETURN FAX. IF YOU HAVE NOT 
RECEIVED CONFIRMATION WITHIN ONE BUSINESS DAY, PLEASE CONTACT THE BID DEPARTMENT: 
TEL: +44 (0)20 7389 2658 - FAX: +44 (0)20 7930 8870 - ON-LINE WWW.CHRISTIES.COM 


20450 
Client Number (if applicable) Sale Number 
Billing Name (please print) 
Address 
Postcode 
Daytime Telephone Evening Telephone 
Fax (Important) E-mail 


O Please tick if you prefer not to receive information about our upcoming sales by e-mail 


| have read and understood this written bid form and the Conditions of Sale - Buyer's Agreement 
Signature 


If you have not previously bid or consigned with Christie's, please attach copies of the following 
documents. Individuals: government-issued photo identification (such as a driving licence, national 
identity card, or passport) and, if not shown on the ID document, proof of current address, for 
example a utility bill or bank statement. Corporate clients: a certificate of incorporation. Other 
business structures such as trusts, offshore companies or partnerships: please contact the 
Compliance Department at +44 (0)20 7839 9060 for advice on the information you should supply. 
If you are registering to bid on behalf of someone who has not previously bid or consigned with 
Christie's, please attach identification documents for yourself as well as the party on whose behalf 
you are bidding, together with a signed letter of authorisation from that party. New clients, clients 
who have not made a purchase from any Christie's office within the last two years, and those 
wishing to spend more than on previous occasions will be asked to supply a bank reference. We 
also request that you complete the section below with your bank details: 


Name of Bank(s) 


Address of Bank(s) 


Account Number(s) 


Name of Account Officer(s) 


Bank Telephone Number 


PLEASE PRINT CLEARLY 


Lot number Maximum Bid £ Lot number Maximum Bid £ 
(in numerical order) (excluding buyer's premium) (in numerical order) | (excluding buyer's premium) 


If you are registered within the European Community for VAT/IVA/TVA/BTW/MWST/MOMS 
Please quote number below: 
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